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PUBLISHER'S NOTE 


This publication contains the three lectures delivered by Sn 


K. 8. Ramaswami Sastri at the Sri Venkateswara University on the 


asth, 29th and 30th of September, 1962, I was put in charge of 
editing and seeing the volume through the press. As I had 
been abroad for one year, the proofs were mostly read by Dr. 
V. Varadachari, Sri K. Bhaskara Rao and Sri N. Narasimhan Poti of 


the Sanskrit Department — gga 


The University feels happy in bringing out this publication and 
hopes that the book will be found useful by general readers as well 
as those who have special interest in Indian Aisthetics. 


_ ‘Tmuratt, =) sg, R. SREEKRISHNA SARMA, 
A7th February, 1966. Professor of Sanskrit. 
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VD. Visnudharmottara. 

VP. Vdayu-purana. 

VR. Valmiki-Ramadyana. 

VU. Vdaraha-upanisad. 
'S. Yajravalkya-smyti. 


_ INDIAN ASTHETICS 
: - Lecture I 
THE ESSENCE OF INDIAN AESTHETICS 


Msthetics is the science of the expression in art of the seen beauty 
of the universe. The sense of the beautiful is inherent in man. As 
Wordsworth says ‘‘ We live by admiration, hope and love” (The 
Excursion: I. 1763). Even im primitive times, man delighted im 
crude painting, poetry, music’and dance. Unlike the animals and 
birds which are content with and engrossed in the search of food and 
sex-life, man seeks to know and master the law of Nature. He has a 
passion for the disinterested pursuit of Truth for its own sake. His 
emotion of love goes beyond the narrow bounds of sex-life and farmily 
life and delights in widening its grounds till it includes the love of the 
country, of the nation, of humanity and of God. We mast, im the — 
language of the great English poet Tennyson, 


_ “ Move upward, working out the beast 


And let the ape and tiger die”. 
(In Memorium : exvi) 


In the language of Indian Philosophy, man has a passion to rise 
above tamoguna and rajoguna and to give free play to his sativagune. 
_It is only then that the inner eye of the intuition opens and he is able 
to see the beauty of the universe in a spirit of detachment, delight and 
wonderment. Then he desires to behold the unseen — of God and 


hear the music of the spheres. 
“ Heard melodies are sweet but those a” - 
Are sweeter; therefore, ye soft pipes, play on ; 
‘Not to the sensual ear but more endeared — 


Pipe to the spirit ditties ofnotone”, 
(Ode to the Grecion om) 


ek The light that never was on sea or land, ces 
perms cen 


“ran aly nom o oS 


° 2 


es 

Thus the search for peauty is an innate and 
in every human being. But only a few 
the genius for seeing visions of beauty and expTessl 
fine até or another. But all other persons have a keen sense of litera 
ture and art and can appreciate the great artists. They are called in 
Indian sesthetics as rasikas or sahrdayas (those who can appreciavs 
and enjoy the beautiful). Asthetics is elusive because there is a 
considerable subjective and intuitive element in esthetic valuation. 
Rhythm, symmetry, harmony, proportion, beauty, grace, ete., are not 
mere external appearances but are éxternal manifestations of inner 
spiritual experiences. Beauty, Goodness and Truth are a Trinity 
in Unity and a Unity in Trinity. 1¢ is this interlinkedness of external 
and physical beauty with innate and spiritual beauty that is the souk 
of wsthetics both in the West and the East, but its expression is more 
sweet and perfect in Indian Alsthetics than elsewhere. 


Professor Knight Says : 


“ In the earlier times, the cause of beauty slumbered, as it 
did in India, and amongst the Aryan races generally. It is perhaps 
the more remarkable that it should not have awakened earlier in 
doing when we remember that almost all the distinctive types of 
philosophical thought had sprung up, that a monistic as well 
as a dualistic conception of the world prevailed alongside of the 
popular thesis and nature-worship.’. But there is scarcely a trace 
of feeling for the beautiful in Brahmanical or Buddhist writings ”’. 


The Philosophy of the Beautiful: IZ, pp. 16, 17. 


Vincent Smith says that the inhabitants of India have always been 
“ singularly indifferent to wsthetic merit and little qualified to distin- 
guish between good and bad art”. Nay, even Professor Max Mueller, 
who was a profound student of the Vedas, has remarked. “ The idea, 
of the Beautiful in Nature did not exist in the Hindu mind. It is the 
same with their descriptions of human beauty, They described what 
they saw ; they praised certain features, but the Beautiful as such did 
not exist for them. They never excelled in sculpture.or painting. . . . 
They did not mind giving a good ever so many arms to indicate omni- 
potence . . It would be quite impossible to render tohalan in 
Sanskrit. Sobhana means bright ;,pesala, variegated ; ramaniya, plea- 
sant. The beauty of poetry is expressed by madhuri, the sweet things ; 
the beauty of nature by gobhd, splendour. Of course there is goddaa 


of beauty, Srf and Lakshmi, but they are both late, and they represent <2 


inherent passion —__ 
original creative artists have — ey 
ng them inone | 


3 . : 
happiness rather than Simple beauty, Even this meagre evidence 


may be uged as showing what is essential for the development of the = | 


concept $f the Beautiful. But it is strange nevertheless, that a people ie 
so fond*of the highest abstractions as the Hindus, should never have 
summarized then peréeptions of the Beautiful ”’. 


Lean only say that it is strange that such keen and well-informed 
interpreters of Indian culture should not have realized that Indian 

wsthetics has had a history of three millennia and more like Indian 

metaphysics, and that India rgached the world’s summit not only in 

metaphysical concepts but also in wsthetie concepts. Ramaniys and 

ramaniyaka, céru and caruté, sundara and soundarya express the 
concept of beauty as well as the Greek word tohalan, if not better. The 
phrase satydm sivum sundaram expresses the essence of the concept 
of the unity of truth, goodness and beauty. India realized God as 
sot-cid-ananda (Being, Consciousness and Bliss) and showed truth, 
goodness and ‘beauty as aspects of spiritual bliss (Gnanda). A famous c 
-verse in the Lalitopakhyana gives us the key-idea which links Indian — 
Asthetics. His fae 


arg azarae & ae: feat far 


is all speech and’ whose decorative ornaments are the moon and a 
stars.) 7 Sie ; 


(Let. us bow to the good. God Siva whose limbs are the universe, voice a 


that our léve of what is externally beautiful is due to our 
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because it is not Nature”. Schelling says tRat Art conducts us from 
the vestibule of reality into the innermost shrine and reveals the 
transcendental to our vision. According to him, Art is its of autho- 
rity and is original and creative. Hegel says that Beauty is tht revela- 
tion of the mind through the sensuous forms. Art is the divine super- 
structure built on the groundwork and basement of Nature. Art 
does not merely imitate reality. It idealizes, transfigures and 
divinizes reality. 


It is neither possible nor necessary in this brief discourse to go in 
detail into the views of other artists and writers on Art. I may, 
however, refer to a few of them. The Frenchman Prere Andre says 
that there are three kinds of beauty : divine beauty, natural beauty 
and artificial beauty. Diderot says that Art cannot always imitate 
Nature because Nature is always changing and that art suggests more 
than it can express. A. C. Quaxtremere De Quincey remarks that 
beauty is only a tangible form of the true and the good. According 
to Levegue, beauty is something invisible beyond Nature. He says: 
‘““ The whole world is the work of an absolute Beauty which is only 
the cause of things by the love it puts into them ”’. 


Italy is famous for its excellence in painting. Leonardo Davinei 
says that ‘‘ that drawing is best which best expresses the passion 
that animates the figure”. Michael Angelo states: ‘‘ Beauty is the 
purgation of superfluities”. According to Bellori, Nature never 
realizes perfect beauty because of the imperfections of its material 
and that hence artists seek to realize the idea “ which is the goddess 
of Painting and Sculpture”. Pagaro declares that Art consists in 
uniting the beauties dispersed in Nature. Rosamini observes that we 
discern beauty in the world of the real and seek to transcend it in the 


realm of the ideal. To Croce, Art is independent of Science and the 
useful and the moral. 


In England, Bacon states: “ That is the best part of beauty 
which a picture cannot express; no, nor the first sight of the eye’ 
He says also : ‘‘ In Art, we have “ the show of things submitted to the 
desire of the mind”, and “ Art pleases by exhibiting an ideal more 
graceful to the mind than the things themselves afford”. Berkel 
says that all minds have the ideas of order and harmony and sii tidlen: 
Sir Joshua Reynolds remarks: “ Perfect Beauty, in my o bnleies 
must combine all the characters which are beautiful in the : 


, 2? 
According to Coleridge, “ Beauty species ”?, 


is harmony and results from the 
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pre-established harmony’ between Nature and Man”. Carlyle says: 


“Tn all the works of art, we discern Eternity looking through Time, 


the God,like rendered visible ’’, “ All art is the disimprisoned soul of 
Fact” and “ The Fine Arts divorcing themselves from Truth are 
quite certain to fall mad, if they do not die”. Ruskin stresses the 
vitally inter-connected character of art, ethics and social life. To 
him beauty is spiritual and typifies the attributes of God. He says 
well : “ Life without industry is sin, and industry without art is bruta- 
lity”. J. A. Lymond observes: “ There is a beauty whieh is never 
found in Nature but which requires a working of human thought to 
elicit it from Nature”. E, Burne Jones, the great pater says: 
“ Tt is the message, the burden of a picture that makes its real value ”. 
The great painter Turner states ; “ The values are entirely spiritual !” 

In America, Emerson says: “ Truth and Goodness and Beauty 
are but different facets of the same All” and “ The sensual man con- 
forms thoughts to things ; the poet conforms things to his though ee 
George Santayana remarks : “ The artist being a born lover of the 
good, a natural breeder of perfections, clings to his insight. He has 
moulded existence into the likeness of thought and lost himself in 
that ideal achievement which, so to speak, beckons all things into 
being”. G.S. Morris says: “ Art is not representation of something 
seen but the representation of something which we would like to see, 
which is akin to our nature, towards which our truest being strives ”. 
According to Professor Dewey, esthetic feeling excludes the fecling 
-of ownership as well as utility and is characterized by harmony and 
-creativeness. 


Art seeks to express its intuitions by adequate symbols. For 
instance, the straight line symbolizes infinity, the curve beauty and the 
-eircle the finite. Further, Art delights in imitating Nature ‘but finds 
a greater delight in adding to Nature. Architecture, sculpture and 
painting deal with space, whereas poetry and music deal with time. 
In architecture, art seeks to express its soaring aspiration in soaring 
‘spires and domes. In sculpture, it seeks to express its creative vision 
-of unseen beauty. In painting, it adds wonderful colour-creations. In 


poetry, it seeks to express its visions of the ideal. In music, which 


is the most subjective of the arts, man frees himself from tyranny of 
nature. Man alone has creative melody. The medium of music is the 


wonderful human voice which is adequately responsive to his inner — 2 


-creativeness, Thus music is the most subjective of all the fine arts — 


-and all arts appeal to the universal and divine clementin- man. 


other births.5 
Absolute boauty of God. The poets and artists are ereators of loveliness: 


e 6 


It seems to me that Indian Aisthetics contains all these tind a ang 


transcends them. Swami *Vivekanand u 
vast and wonderful country protected by the Himalayas, which form 


the highest mountain in the world: and is surrounded by the ocean. 
on the other three sides, man beheld the universe with awe and wonder 
and sought in intense moods of introspection the Invisible, Infinite, 
Eternal and Absolute Beauty of which the visible, 
changing and relative beauty of the u 
manifestation. 

In the Bhagavadgua (XU. 8), “there is a significant concept. 
Sti Krspa tells Arjuna, he cannot see the infinite beauty of God with 


his limited human vision and that He will bestow on him the vision oe 


and faculty divine with which alone man can behold God. 


The poets, artists, sages, seers and saints have this divine cosmic 


vision and create works of art and give us prophetic visions of the 
glory of God. In the Purusa-sakta which is an exalted poem as well! 


as religious scripture, the poet-saint says; “ I know the Great Being. 


who shines beyond all darkness”. The Vedic seers realized that the 
source of creation was God as Bliss (@nanda or sat-cid-dnanda)?. 


The xsthetic concept of rasa corresponds to the spiritual concept. 
of Gnanda just as the reflection (pratibimba) corresponds to the original... 
Just as the white light is broken up by a prism into'seven beautiful : 
variegated colours, the spiritual dmanda shines refracted as nine 7asas: 


ih the human mind. The word rasa also is equated to G@nanda.® Rasa 


is the esthetic perception of the beautiful. Alsthetic joy is disinter- 
ested and is superterrestrial (alaukika) and is thus higher than sensual. : 


pleasure. It is hence said to be cognate to brahmananda (divine bliss). 
The Sanskrit word for beauty is soundarya or ramaniyata (attraction) or- 


caruta (loveliness) as already stated above. It is called azhaguin 


vas The great Sanskrit poet Magha says that the beautiful is what 
charms us in ever-new ways moment after moment.t Ka&alidasa says. 


in his great drama Sakuniala that in our enjoyment of art there is 


also the element of reminiscence due to our experiment of beauty in. 


All finite beauty is but an aspect of the Infinite and 


sas Purugaeikta cf, TA, mm, 12.7, 
“ TV. IIL 6. 

8. ed, 1 

4, BY. Wir 


a points out how in India, 9 


finite, fleeting and 
niverse is only an imperfect — 


te os 


and give us creations ‘velling and surpassing the iealinns of Noten i 


Mammata says that the speech of the podm creates a world which i 
not fottered by the laws of Destiny, which is of the very essence of joy, 
which: is self-existent and not dependent on any thing else and which 


‘brings into existence a creation shining with the nine vases.” 


It is also aptly said that while scripture commands like a king 


(prabhu-sammita) and the Purdinas advise like a friend (suhyt-sammite), — 4 


Art charms us like a bret an and — ne _ 
sammit). ad 


The supreme esthetician — angio the rasa concept, oe 
very clearly in his great and original work Natya-sastra. ‘The workson 
thetorics in Sanskrit are innumerable and show a remarkable evolu- 
tion. I shall show later on how the rasa school was followed by the 
alankdra school’ dealing with the figures of speech, the rit school 


which deals ‘with style, the vakrokts. school which deals with the in- a : 


direct elegant expression of mood, the dhvant school which deals 


with literary suggestiveness and the auciya school which deals wit! 
what is fitting ane appropriate in expression. 4 


A BRIEF HISTORY. OF INDIAN ESTHETICS 


Nandikeévara is generally referred to as the progenitor and 


god of Indian esthetics, just as Haniman and ‘Narada are said to . a 


be the progenitors and patron-gods of Indian music. Rajagekhara’s . 


Kavya-mimamsa® makes Siva Himself the founder and teache r of e : : 
gsthetics. Kaéyapa and Vararuei are mae to have * works ~_ 


wsthetics which are not extant now, — 


The earliest treatise on esthetics now available. ‘is . . r 
Natya-sastra. Kalidasa refers to Bharata in his Vikramor adi 
‘He says that Bharata referred to eight rasas, The umber « 
becants nine aterm by haeigt danseart, te ater 
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antorior to him i ee 
It was he, that elaborated the concept of rasa. Aocording to him, 


: e 
thore are eight rasas: srigara (love), Adays jane ; ie i {pathos}, 
raudra (fury), vara (heroism), bhaydinaka (arson ), bi ) oe ( ee and 
adbhuta (the marvellous). The sthtiyt-bhava feenaa wees ton), after 
having beon stimulated and made enjoyable by bedssbendses (principab 
stimulating causes), anubhdvas (external manifestations), sdttvika. 


bhavas (prominent physical effects), and saficari-bhdvas called also. 


vyabhicarisbhdvas (ever-changing minor collateral feelings), becomes 
fy oy e * = = M sae - 
vasa2? Vibhdvas aro either Glambana-vibhavas (principal exciting 
causes) or uddipana-vibhdvas (accessory exciting causes). Thus rasa 


tee Bae ’ isti 12 
means wsthetic enjoyability. Bharata’s aphoristic statement sums. 


up the above exposition in what is called rasa-stitra, 


Bhatti probably belonged to the 5th century 4.D. The tenth 
canto of his kavya dealing with the Ramayana story is called the Pra- 
sunnakainda and contains illustrations of thirty-eight alaikdras (figures. 
of speech). 


Bhamaha is the next great figure in wsthetics and rhetoric. In, 
his Kdvydlaikdra, he olaborates fully the theory of the alankaras 


(figures of speech). Dandin, the author of Kavyddaréa, belonged to the 


same epoch. The noxt great figure is Udbhata, the author of the 
Alankiva-séra-saingraha, He flourished about 800 a.p. In his work, 
he dealt with forty-one figures of speech. Pratiharenduraja has. 
written a commentary on it. ; 


Vamana’s Kavydlaikara-siitras and his Vyité are of great value, 
He affirmed that riti (style) is the soul of poetry.3 He belonged to the — 
Sth century a.p, : 


Rudrata, who wrote the Kavydlaikara, belon d oe 
ta, ara, ged to the 9th century 
A.D. Rudrabhatta, the author of 


to tho 10th century a.p, 


Anandavardhana’s Dhoanydloka ( 
piece of wsthetics and rhetoric, This work is diy; 


® @ commentary called Locana 0 


LL. DR. 1V.1. 
12. Cf. NB. VI. 
13. KS. 1.2.6, 


and probably belonged to tho third century Bg, 


Srigé&ra-tilaka, probably belonged 


__Viighhata’saoyanudaoana and its oom 
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Rijatokhara wrote the Kavya-mimdted and Mululabhatta the 
Abhidha-yrttimatrka. Bhatta Tauta’s Kavya-kautukd@ and Bhatta 
Niyaka's Hrdaya-darpana have not yet beon tecovered. The former 
held the view that édnta-rasa was the most important of the rasis 
as it led to mokga (spiritual liberation). Dhanafijaya’s famous work 
Dasa-rijpaka deals with Indian dramaturgy. Kuataka who wrote the: 
Vakrokti-jivita held the view that vakrokti (charming turn of expression) 
is the soul of poetry. All these authors flourished round about 10th 
century A.D. : 


Rajinaka Mahima Bhatta’s Vyakti-viveka, Bhoja's Sarasvati- 
kagthabharana and Spigara-prakaéa and Kgemendra’s Aueitya-vicdra- 
carcé and Kavikantabharana belonged to the 11th century 4.p, Mahima. 
Bhatta attacked the concept of dhvani (suggested sense) and held 
that it is only an inference from the expressed meaning, Ksemendra 
held that aucitya (appropriatenoss) is the essence of poetry. : 


Mammata, who was a native of Kashmir and belonged to the latter 
half of the 11th century A.p., is the author of the great work Kavya- 
prakaéa. Ruyyaka, the author of the Alankara-sarvasva belonged 
to the middle of the 12th céntury a.p. He wrote the Kdvya-praknda- 


sanketa, a commentary on Mammata's work, Alaihira-mafijari, a 


commentary on the Vyakti-viveka, Nétaka-mimidmhed, | Sabpdayn- 
mimirnsd and Alankdra-viiritika, wile see ee 

Hemacandra and Vagbhata are well-known Jain writers on msthie- 
tics. Homacandra lived from 1088 a.p. to 1177 a.d. and wrote Kavya- 
nusdsana with Alaikdra-cidamani. Tho latter belonged to the 12th 
century and wrote Vagbhalalankira. The works are compilations in 


the main. Amaracandta’s Kavitd-rahasya and Devedvara’s, Kavi- 


kalpalata belonged to the 13th century. Bhinudatta’s Rase-teras- 


gint and Vidyadhara’s Hkavalt belonged to the same century.. Malli- : 


nitha wrote a commentary on the Hkdvali. Jayadeva’s famous 
‘Candrgloka belonged to the same century, On. it, the grea 
Appayya Dikgita wrote a famous. commentary called Kuy 
Oitra-mimamsa and Vrtti-varttihe are also his works. In the Kuvalayd- 
nanda, he disoussed 124 figures of speech, which is the largest nur 
discussed in any work on poetics. Vidvandtha’s Sdhi y 
discussed also dramaturgy in great detail. Ho also wrot 
- prakasa-darpana, which is a commentary on Mammata’ 


e 


chant io 


\ 10 


wasobhiisand. It this, all the illugtrs 
a king Prataparudra, Mallinéttha’ 8 
ary called Ranges 


rataparudra- “y 


Kikatty 
on it a comment 


Vidy ‘inatha’s Pr 
Vorsos glorily the 
Kumarasvamin wrote 
15th century. 

The last great work on ¢ wsthotics is J dasiaruier 8 mea a ha 
In his Citramimanhsa- khandana, he attacke sai a sita’s Cy 
Appayy® Diksita’s nephew Nilakantha Diksita de 


nv ima ms a. 
his Citramimaimsd-dosa- dhikkdra. 


the Citramimamsd in : 

Other works on poetics are Kahya-pradtpa of Govinda, J Bhar 
prakaganam of Saradatanaya, Rasarnava-sudhakara of Siigabhip: f. 
Nataka-candrika and U jjvala-nilamane of Ripa Gosavamin ; Alanhdy 
Kaustubha of Kavi Karnapura ; Kavyacandrika of Kavicandr 
Alankara-Kaumudi of Vallabha Bhatta, Alankara-sekhara of Kes 


Migra, and Kavya-darpana of Rajaciidimani Dikgita, Acyuta y' 


Sahitya-sarva belonged to 1831 A.D. 


P. V. Kane’s excellent edition of Sahitya-darpana givos a ii 
872 works on esthetics. Most of these are not now extant. I fou 
in the Saraswati Mahal, Tanjore, some other works on ssthetics and 
also some works on erotics. The Tamil work Dandialangara 
based on Dandin’s Sanskrit work. 


The various schools of «esthetics in India show how Indian as 
etics, like the Indian metaphysics, has had a continuous evolution for 
many millennia. I can do no more than refer to them here, beca’ 
it is an intricate subject and I have discussed them elaborately it a 
other works, Indian Aisthetics published by the Sri Vani Vilas. 


Srirangam, and The Indian Concept of the Beautiful. In the for 
work, I said : 


" The later development of wsthetic doctrine was in the d 

of rasa and dhvani. This was inevitable. In Indian gsthe 
in Indian metaphysics the progression was towards the inne 
Jove of being. It reached the doctrine of rasa in the form i 
doctrine of dtman in the latter, The later history of Hf 
doctrine of rasa and dhoani and of the workin ; bof the 
wsthetic beauty from within outwards ”, ( 1 ee 
concept of rasa, the dhvani school gave an aa . the 
of dheani, The real charm of poetry is th ; bear a 4 
which enriches the rasa element. The esth, ti pie 
guna, rasa and dhvani combine to make kinotig ou pt 


V1 e 
(impressions) of beauty @hd emotional realization ; and the ‘resultant 
energy of msthetic enjoyment is the rasd-davéda or rasa enjoyment 
ote Such xsthetic delight is different from the delight of the 
senses in*which there is the element of selfishness of impulse and oe 
age of duration, It is more akin to spiritual bliss but it is less intense 
and less immortal than the Gnanda (bliss) of the soul. . es 


‘Thus dhvant is the vyangydrtha or the suggested sense. The 
thetic mood (rasa) rose from an ornament of speech and the soul 
(rasa) was afterwards found to pe ensouled by an Overcoul (dhvant). 
Dhwani may further be vastu-dhvani (a suggested thought), or alanka@ra- 
dhvani (a suggested grace of expression) or rasa-dhvant (a suggested — 
aesthetic and emotional mood). The last is the highest of all.” ‘The 
gunas and alankaras are the angas (limbs) of the suggested rasa, . . . 
The dhvani school says that gunas heighten rasa and alankdras em- 
bellish rasa (ibid., pp. 86—90). 


These various views were given ot tad embellished trom time to 
time. Vamana" says: Ritiratma kavyasya (Style is the soul of poetry). 
Viévanatha!® says: Vakyam rasatmakam kavyam (Poetry is speech 
ensouled by rasa). Anandavardhana says: Kdvyasya dima dheani 
(suggestion isthe soul of poetry). Jagannathat? says; Ramaniyértha- , 
pratipadakah sabdah kavyam (Poetry is words conveying beautiful 
sense). These pithy aphoristic sayings give us the truth of art visua- 
lized from different angles of perfection and are not mutually exclu. : 
sive or contradictory, But the summit ideas among them all are the agin 
pratibha (the creative originality of poetic moana) and eo 
(suggested sweetness of poetic emotion). 


“Tf I may venture to suggest a renege of co-ordination - views. a 

on these vital points of Aisthetics, I may say that raga isthe soulof the 
goodness of Art; vyaigya or dhvani is her life; gunas are her mental 
‘qualities ; éabdartha are her body ; arthalatkdras are her natural or 
ments such as brilliance of complexion, beauty of tresses, Ddeauty 
forehead and eyes, dimpled chin, rose-red bloom of 1 I88 
and charm of gait are natural graces of wo d and gabd 
are her beauty .of dress and decoration, — 
one of the clements— ab the ane or to 

14, KS. 1.2.6. q 

15, 8D.T10, 


Wee Dbi ld 2 
Fe RG, p. 6. a 
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, analysis is but @ many-sideg 
ar The above ana 
tultify itself. _- : the personali iL. 
a nom oh presentation of unity, pacer? 2 ”( pee ee the, 
and multifacete a canal in a divine variety " pp. 97 
Goddess of Poetry 18 4 G1 . 3 


98). n the case of a poet the most import 


" dy shown howi et ot oe 
t fe meh ma (vyutpatti) or practice but pratibha (originality @ 
ralt is not lea : i kt) j 
anid imagination). Pratibha is defined as nile ne ) 
nn din’s ivyédarta® Tt is the mental power Which +4 SHERI 


- alization and presentation. 
the ever-new forms of visualization and p 


gar aaaarroenfett TfTHT ACT | 


A well-known Sanskrit verse says that in the infinite cosmos cp 
the creator is the poet. The universe is as it appears to him. 


aart sreadart afate: THT: 

qaret Uae fd aad afadd | 

The poet converts by the creative power of imagination the ordi-~ 

nary terrestrial power of real vision (lokadharmi) into the super-ter- 
restrial power of idealistic-like vision (natyadharm?). 

The aspects referred to above are excellently combined in a famous 

verse in Bhoja’s Sarasvati-kantha-bharana : 


frais WaT HAASE ZA | : 
wafad ofa: gar ati Mit a farater (Lae 
(The poet who creates poetry which is free from zsthetic defects a 7 


full of fine esthetic merits and which is full of rasa will get fame a 
satisfaction). ei) 


I may refer also to two words, namely,—sdhitya and sahrda: 
or rasika. Sahitya is not only the co-ordination of word and sense : 
but also the companionship of the soul of man and the soul of pot 
A sahrdaya or a rasika (art enjoyer) 
friend and companion of a havi (poet). 
that Mammata says in his 


is the emotionally insepar 
Pad It is worth remembering a 
avyaprakésa that the wpadega of art is li 
the upadeéa of beloved (charming graceful and irresistable) x 

PPM TA TTA eas 
"18. KD. I, 103. 


19. Dh. IIL, p. 498, 
20. KS. I. 16 
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s 
He says also that it destroys all inauspicioneness. 
I may mention also that Art is said to give all the aims of the human 
life at one and the same time. eo gs 


aaa.” (SD, L) 

I may mention in conclusion that Indian estheticians regard — 
the drama as the finest and greatest form of poetry. Aristotle consi- 
ders the tragedy as the highest form of poetry. The drama has a 
visual appeal in addition to an auditory and emotional appeal. A 
drama is called a dréya-kavya. But we must not forget that it is the 
beauty of the poetry in a drama that constitutes its greatest charm. 
Of course, the charm is heightened by appropriate acting, scenic effects, 
etc. In the words of Abhinavagupta, it is the enjoyment of rasa 
(rasa-Gsvada) that gives esthetic joy and while we have it in poetry 
we have in drama the summit of rasa-realization including all its 
elements with the addition of the powerful element of visualappeal,asin 
the words of the great English poet “ things seen are mightier than 
things heard”. The greatest of the classical poets of India, Kalidasa 
sums up thus the universal glory of the fme art of dance-drama. 


| | Malavikignimitra, 1, 4p 

_. (The sages regard it as the eye-pleasing worship dear to the Gods ; eee 
God Siva as ardhandrisvara has shown its dual aspect in his own form, 

In it we see life based on the three gunas and full of the nine rasas; 
and it pleases men who have diverse tastes.) Se 

21, SD.I = : 


me Gute 


INDIAN MUSIC 
Lecture II 


also sec on he ving, te * oe in — 
tion apie eaiit casa # 


THE ESSENCE OF INDIAN MUSIE® Vedavand expecially in the period ofthe ltshdeoe, Pwr 


In the medieval India it grew very powerful. — cone 
in India external rule went along wi 
overruled, by inner freedom, power 
aiaeies in Tamil veer ‘the Saiva . 


We can understand and enjoy the essence oF inden 
dance best if we understand the essence of the Indian fin 
whole and of Indian wsthetics. Art is the manifestation and 
sion of beauty and Esthetics is the seience of artistic self-expr 
In India, art has always been an ally and illuminator of religion, 
(music) was regarded as a charming and easy path of yoga (uni 
God). Ydjiavalkya says : 2 


Frmrareaacan: ehrsrfafaaree: | Rh 
ToT ATA aT TeaiT 1 (YS, I 


“tidal wave swept over acon: lr dis an ; ie thern 
“The Musical Trinity of South 7 Tyagaraja, M 
and biog a lifted Indian sini iC al 


‘ati and tala (chythm) treads an easy path of salvation.) Bi : vo 
jait and tala (rhythm) treads an easy p salvation.) mean that it is a product of Karnataka bat means n 


ste of ies Para to! thn aehcra of Indi 


Another fact which shows the same truth is the stateme 
the four Upa-vedas (accessory scriptures) namely, Dhanur- 
science of archery), Ayur-veda (the science of medicine) Ga 
Veda (the science of music), and Arthd-sastra (the science of 
economy). Some hold the Vastu-Sdstra (the science of arek nit 
as the fourth Upa-veda in the place of Artha-Sastra. The g 
this ideology is that we must protect the state and make it 


as to make the people live a life of health and 4o (0) 
religion make for happiness here and beyond. : ie 7 


The Hindu gods and goddesses are ing 
fine arts. Goddess Sarasvati is descri 
with two hands and having a book and a 


Nataraja (an aspect of God Siva) is the 
plays on the vind, 


eparably connect 


bed as playing c 
rosary in the oth 
deity of dance 


Sri Rama is described by Valmiki as a supreme musi 


oa 


So was also Hania in, Sri 


~ 22. Bh, 1, 6, 38, 39, 
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° 
Indian music classifies ,the units of sound as SE ‘#0 
(vonsonant), visatnvadi (dissonant) and anuvadi (assqpant), 


well-known Sanskrit verse says that brit wis: motnay and laya 
the father of music. The anciont name for a musical mode jg. 


chand. Kélidiisa refers to it in his famous drama Mélavihagnimity 
fre ifarqafzarerrer creat 
‘ i 
aga aaafa qesat waite (I, 
The ancient grama-miirchand-jati system was in vogue at first. Tai 
the concept of varied ragas became dominant. It led later on 


réga-alipana and manodharma-sangita in which musician’s original 
of mind and creative exposition of a raga had full play. a 
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. : 2 
improvisation of melody. The Indians uged not only tones and semi 
tones but also quarter tones. Rev. H. A. Popley says; The strange — 
and fasginating graces or gamaka have a great deal to do with the 
haunting beauty of Indian music”. (The Music of India, Chapter 
VI, page 85, lines 1—3). Mrs. Mann observes : “1 am told that 
all Indian music is melancholy. How can I convey to you the spirit 
which is sad without pain? That is the delicious melancholy of Indian 

« music. Can a lover be joyful away from his beloved? Cana musician 
sing joyfully, really joyfully, while he wanders on the earth ¢ Would 
it not be sorrow if he forgot his exile? Is not the remembrance of the 
face of his beloved more dear, though fraught with the pain of separa- 
tion ?” Dr. A. K. Coomaraswamy remarks equally well: Its sorrow 
is without tears, its joy without exaltation, and it is passionate without. 
loss of serenity”. 5 P 


North Indian or Hindustani musie and South Indian or Carnatic 
music are both Indian in essence and are alike in the vital aspects 
Shey cb Lhucen tn Sov anche val aa . though, apparently, diverse in form. The latter flourished in South 

saisalfectin a ee sae and ee ae raga can be used India where Muslim conquest did not extend and has been fully loyal 
bes ia ve neice s oe iia tempo in song. 0: to the classical Indian traditions, whereas the former ial the influence = 
cularly fitted to express the emotion of viet Paci. ; : ar = au “a eae nae fe ae a 
Probably much depends on the intuitio: : sorrow and melanchol to its traditions and ideals, “The similar differences are aad, ieee 
Ey edisraighets af apiction bi cc : 1 e artists and their suece , the South Tndian Bharata-nitya and the North Indian aiylee of dance. 
truth in postry also. Kalid rticular tunes. We see the sam In Hindustani music, drupad is sung in slow tempo whereas khyal is 
the. Viyogini metro in his Aine aes Rati’s emotion of grief i light and quick in movement. The drupad required the use of three 
Icha vitns: ¥ taaliee Onn oP ri umara-sambhava. After readin Sates and there is an old saying to the effect that only a man whe 
for such emotion. Kalidasa a ie itt te the most appropriate vehi¢ nee ae , ne i irength as taeslone Sie pe ence Boy ees 
sandeéa, the Mandakrania cai opriately uses, in his poem Megha production is carefully attended to in the Hindustani music, whereas 
| e (the name itself suggests slow move Carnatic music and especially the music of its supreme masters excel — 
ae in svara-singing, gamakas and satigatis. Tumri, tappa and ghazal 


ment) to express the mo . 
se Te I, 0 d * a 
Niya-sastra, Bharata aah longing, reverie and melancholy, h h India: ical a 
N svaras, rdgas and rasa. are other North Indian musical forms and styles. — 
8. & 


India has investigated also the interrelations of raga (tune) 
rasa (emotion). In the West, Collins’ famous poem on The Passi 
brings out the same fact. (The Hnglish Poets, Edited by War. 
Volume IIT. page 289). But what is important is to know the emotio 
value, in addition to the total value of each note. Some pers 


- Modern South Indian music begins with Purandara Das, the 
famous Karnataka composer. It is said that he composed 4,75,000 
Iptis (songs). He was a great devotee of God Vitthala of Pandarpur = 
and his devotion to God is as wonderful as his mastery of music, 


Spee: 


(musical improvisation of iba ed (ten grace The devotional life-centre of Indian music is seen with its full” 
essence of a: raga depends 8) and tala (ti bit the B 
TEN ke 


beauty and power in Sri Tyagaraja’s songs which exhi 
of beauty, art and devotion, He says nddopdsana 
manifested as sound) is the easiest and 
— -Deatitude. His songs ndda-sudhd-raga 


work . i 
The ) and its satcarag (c 


dga-Gipana oi 
99-Glipang Blves the widest scope. 


rasa ( 
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not mo4ga open to say path — 


en I flavour of svara and raga), sobh an - i 
sudhd-rasa (the ambrosia Or ee won mi a 
suavamu (the shining seven svaras 0 ences i 


rise to the realization of ee Be ——o foe ( 
rane ete © ges este ee attain the infinite ¢ x 
Rip eis tho lization. Tydagaraja’s 
bliss of liberation and spiritual reahza an Bice 
devotion to Sri Rama shines in every one 0 fe fe 
one of his songs to ramakatha- sudharasa-pana Ps i 
nectar of Rama-katha) and says that “the ocean OL the ne 
hatha includes and transcends the essence of értigara-rasa ( un 
His devotion to Sri Rama ascends to the heights oe madh 
and prema-bhakti from.the lower steps of santa, dasyc, ae 
vatsalya. The other two members of the musical, trinity 0 
India are supreme composers and have given ns Wy 
melodious songs. Ksetrajna is said to have composed 
4,000 padas. 


We can now easily understand why the Indians have 
“passion for the fine arts and especially for music and dance ; 
the fine arts have religion as their very heart and centre, M 
°O. Wilson says: “ The people of India are an essentia 
Face. . . . The Indian has the most subtle ear for tu 
acuteness of musical learning”, The celebrated Weste 
Yehudi Manuhin says: “ The natural sensitivity of people « 
with their deep musical understanding makes them an idea 
audience, . , The reaction of the Indian audience ig qui 
from that of British or 4 Continental audience. I felt that 

r me in India were sharing a common: em 
though cane could have had little experience. of wester 
seemed they had an instinctive appreciation of our musical 
As for the Indian musician, Mrs, Mann says, that he seen 


Tate upon his very inmost self in the exercise of his 
close often in pray erful cestacy, 


_ THE EV OLUTION « 


Indian music had it 
continuous evolution. 
ages in its eae 
subtlety" of charm, j 
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argt Bafetaatod 7: aia arya: | , 
: il 6. 
5 glory of God: So was Nandike 
an was a great singer of the glory 0 s Nan 
sc Riya: The latter is referred to 1n the Hrdayamgama® 9, 


mentary on Dandin’s Kavyadarsa. 


31 refers to seven jatis and seven 
The Vayu Purdna® refers to gadja, mah yori and gandhara gra 
and forty-nine miirchanas. Other Puriinas and Agamas also eo 
similar references. The Vayu Purana refers to seven svaras, tl 
gramas, twenty-one mtirchanas and forty-nine tanas. The Vign 
dharmottara®® refers to gita (vocal music) and vddya (instrument 
music). Its third part contains an elaborate treatise on poetics, dram 
turgy, music and dance. It refors to svaras, three grdmas, ragas, : 
vasas and svaras for each rasa, three layas, ten jates, vadt, samvaa 
and anuvadi, and Gtodya. 


The Markandeya Purana 


Later yet Bharata, the great master of the science and art 
music, dance and drama, gives an elaborate exposition of them. 
discusses what rasas are evoked by particular notes. He refers 
-gadja and madhyama jatis (gramas) each with twenty-two notes a7 
also to svara, Sruti and mirchanaé. Chapters 28 to 37 of his M ity 
$astra contains a systematic exposition of music. 3 . 


Indian musi¢ had further and higher evolution in the peri 
mieia 8 Srigdra-prakiéa and Sarasvati-kanthabharana and of Sari 
deva’s Sangita-rainikara. While earlier works deal with 1 
drama andl dance together, later works deal with them separat 
Tn the Saiigita-ratnakara, raga system is evolved and there is a refere 


to thirty-five ragas. Later yet, we see the concept of janahar 


(parental tunes) and wya-ra ; 
Ypa-ragas (mi 1 1 
thn: tbso-trieb- carson gas (minor derivative tunes), Then 


Ya, ah a 1 
Flee derivative fost Helena MS, i a 
ba tein ee music and Carnatic music occur - 
Raima-mitya becong oe stdihara (14th century Ad 
matya brought, in his Svara-mela-kalanidhi | vieeith 
" ys - y 


shat liane gen 


30. Hyrdayarhgama o 
n KD, I, ¢ 
31. MP. 29.5). Dl, 


32. VP, Ch. 86 36 t, 
, Ch, 86, 0 69, 
33. VD, Ill. Ch. 18 & 20, 


(8B, BA. ArahgetralckBthad 12 t0 25. — 


88. Dep. 240, 
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twenty-nine main scales (melas). Some time later in the period of 

Venkatagakhin’s Catur-dandi-prakasika, we find a richer evolution 

based gn the éruti of twenty-two notes and twenty-seven melakartas 

(basic tunes) and the janya-rdgas (derivative tunes). The Carnatic 

system of music is based on this scheme. Innumerable expounders 
of the theory and art of music continued this tradition and several 
royal patrons encouraged them. 


The modern Indian languages show a high excellence in music 
‘and in the interlinkedness ¢f music and devotion. The ancient 
"Tamil classic Pari-pagal® refers to seven palais (musical modes). The 
great Tamil epic Silappadikéram® is a rich mine of ideas in regard to 
Indian music and resembles Bharata’s Natya-éastra. The Yash 
-was the most famous of Tamil musical instruments. It was similar 


Temmangu, ete. 
In Kerala, we finds 


96, AN 10, 
87. PK. 11-90-57 to 59. 
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vo find eo M Boge eae Rome 
1d Orissa, styles of music, We 2nd speoia a | 
d O1ist , : 
te all the modorn Indian languages, — 
evotional songs. 2s aly te 
eded instrumental music, 
ful variety of musical’ instruments; 
ints of percussion, as dundubhi, bhi 
afer to ee acd 5 eee ae 
ladinil vanaspate and agehat, stringed in Rie : 
Joana (a lute whioh is said to have 100 strings), pris in 
and 2 , LUGE ! 4 sug Mii 
ine tunva and nadi. The Rg-ve lat refers oo mer nga, Vina 
cinare ete. The Ramayana and the Mahabharata 'r for 
undribl sankha, Gnaka, gomukha, ete. 


undubhi, mrdanga, dindima, ACT, SUNT 
emer refers to tata ( stringed instruments), avanaddha ' 
instruments) like the drum, etc., ghana like the eymbals, 
(wind instruments). He says that vocal music (72t@) should go 
and whirl like a lighted torch (alatacakra) and that sai g 
such a combination, His opinion is that since the voice of y 


F ih 
naturally sweeter than that of men, women should take to v 


tr INDIAN DANCE (= 
seein OE Nyaepins, Ba 
‘THE ESSENCE OF INDIAN DANCE, 


All over the world we have crude folk-dance as well as classical — 

nd romantic forms of dance, We have them in India also. We ae 
find the figures of dancing women in the ruins of Harappa and Mohenjo as 
Daro. The subtleties of humaf emotion cannot be interpreted ade- 

quately by the folk arts, but can be done only by the classical arts. 
Bharata-natya excels in footwork and symbolic gestures and movements ts ee 

of other parts of the human body, especially of face and eyes, which 
interpret, convey and enkindle emotion. In ballet dances, we find = 
intricate and attractive physical rhythms but not wstheticand spiritual = 
themesiand emotions. Western dances appeal to the senses, whereas 
Indian dances appeal mainly to the spirit. The Indian artists re Ens 


Punjabi, Bengali a 
and excollences. 

Jerance of de 
naturally prec 


propon 

Vocal music 
ndia & wonder 
such instrume 


in hh 


and men to instrumental music. it is ing cede tans roalige d the inter-blending of esthetic ' 2] no i mn al ex] 
In future India, there will be no royal. patrons of th stare" caGbbéal ate agai Hy late: Gavte oabcctedls aa aot 


India has achieved independence and has become a Repu) 
fine arts will hereafter be thrown especially on publie patre 
also on State patronage. The music sabhds all-round all 
country will channel the patronage of the public. The Cent 
Government in India has established the Sahitya Academy, 
Nataka Academy and Lalita Kala Academy at the all-Ir 
Fach State has got also its Sa agita-ndtaka-sangham. All th 
tions and their functioneries and the public must bring our 
nuous progress in our fine arts. We must preserve _ | 
glories of our fine arts unimpaired and make them rise t 
of achievement. We must preserve and augment ‘th 
appeal. We are specially proud of our wonderful music 


ie Soft Indian airs carried to immortal verse Ge 

Such as the meeting soul may pierce : 

In notes with many a winding bout es 
> rei aes long drawn out, fey 

‘4 wanton need and gidd cunning ee 

i melting voice theo eels 

‘nwinding all the chains that tie — 

€ hidden soul of harmony ” ; 


experiences as the soul of the arts of music and dance. Bharata says: & 
in his Natya-sastra : pe A a6 Vise ae Wk A : 


“af : ° » 


et A ‘ 


(Thus vocal and instrumental 
‘be made by the dance-exhi 
Vocal music, instrumental mu 


and which can, ; 


2 
from the Rg-veda, gesttre-clement from the Yajur-veda, music- 

4 olement from the Sadma-veda and the emotional element (rasa) from: 
| Atharva-vela, fused them to create the art of ndtya as the fifth 
| Veda and taught it to Bharata and his one hundred sons. Abhinaya- 
_ darpana of NandikeSvara contains a similar description. This is the 
reason why the art of dance is called Ndtya-veda. 

BS: The ancient dances and dramas took Vedic and Puranic stories. 
and dialogues as their themes. Many of these are full of vital, wsthetic, 
/ moral and spiritual ideas and ideals. Even today such themes as 
tho story of Indra and the Devas in the Kena Upanigad, the atory of 

_ Naciketas in the Katha Upanigad, the story of J@naéruti and Raikva, 
of Svetaketu, of Brahma, Virocana and Indra in the Chandoyye 
U panigad, the stories of Yajnivalkya in the Brhadaranyaka Upanigad, 
the innumerable stories in our epics and Pur@nas, the later stories in 
our poems and plays, etc., form a rich storehouse of themes for — 
dances and dramas. | : Gas conti is 
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€ a 
exhaustive, because as civilization advances, new fine a new in 
trial arts and new instruméats of artistic paneer He oa and 
being added, while some of the older forms and instruments }; 


fe 
fallen into disuse. 
word bharata means bha-+-ra--ta wh 


[t is often said that the ase 
) and tala (time-measure), 


utand for bhava (emotion), 74g4 (tune 


mara WT SA: THT TIT Toad | 
aaret arora eet wet fag: II 
This idea is found also in the ancient Tamil work on dance Bharata 


patiyam, It may be that this was only an ingenious way of analysin, 
and explaining the syllables constituting the name bharata, just 
in the Sakuntala the name of Bharata, Sakuntala’s son, is derived }y 


Kalidasa from bharana (protection) 


ura tla ara WOT (VII. 
The above idea has gained currency in Tamil Nad also. Veda 
Desika refers to it in his drama Sankalpa-siryodaya. and in 
Hastigiri-maihatmyam, In the latter, it is said. 


ES Gestures, music and emotion (rasa) are the vital elements in 
dance and the dialogues in the drama. eae — 

Art and Religion form the highest peaks of the nation’s life. 

Sociology, economics and politics are no doubt summits of its outer life. 

But while the sub-human creation is content with the outer life and = 

especially the imperious urges of food and sex, man has a still mor 

imperious urge to go within and beyond and explore the realms of = 

_ tho unseen ang the unheard, This basic human urge was felt and 

_ expressed earliest by the human personality in India. The Rgveda 

refers to singers and dancers. In the Indian pantheon, gods and 

- goddesses are described as devoted to one or other of the fine arts. 

Goddess Sarasvati is the divinity of poetry and music and shows by 

her holding the book, the vind and the rosary in hands that know- 

ledgo, art and devotion form a unity in trinity and trinity in unity. 

God Siva as Nataraja (king of dancers) and Goddess Uma are the = 


wer svebGe tuircaph, wnéhCu graeapib, Gr & &)G 
MOTI pih LIT TT SroriKn UGbS UTS aren So 5 Be 
L1g.Gus Lists gry) Lo Q) ene uth Hap rs Lunt & Ben Coy wb. ae 


The Tiruvilaiyddal-puranam states the same idea. 


LireGLor@ pir gre LU Loeup 6or pub 
LIGHT Hh DOb (1p 60,9 ule rt LU Lb 


It is thus cloar that from very oarly times, the Indian artists rea 


the inter-fusion of mathotic i 
hotic and emotional expressi i im pr 
foo Bs P. s810ns, Musical impre 
sations and rhythmic time-measures ay the soul of ia art of dance,” 


ORIGIN AND GROWTH OF INDIAN DANOB 


The fine arta in India were j 
origin in the Vedas. This fact ine 
fdstra and Nandikosyara’y Abhi 
Sri Krona nays that he ip the 
Sdma-veda ia tho sorlptuse 


napited by religion and had 
expressly stated in Bharata’s 
"aya-darpana, Tn the Bhagav 
) i eee among the Vedas 
H pe al-importang and 8 ne ae cloment of 6. 
hy in hi Ne « : the four U pa-vedag Guidi ae ae 
: : | Nalya-baatry that God Braham took 42 dag 
© dialog 


_ divinities of dance, God Dakginamiirti (an aspect of God Siv 

Goddess Syamala (an aspect of Goddess Uma) play on the vind. 
- Kygna is tho god of the musio of the flute and of rdsalila ( 

_ danoo). Sr Rama is desoribed in Valmiki’s Rémaya 

_ expert in and exponent of the art of musio. = 


course of thoir own in accordance with the g 
_ In other countries, the art of dance has bee 


"Tho dance classics and dance traditions: 
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° i 
with the genius of the cultures and comelinest of person and smooth 
and rhythm of the moventents of his body were prized highly, 
modern Ballet dance in the West, we find many new and intrics 
physical rhythms. But such dances are wanting in esthetic thémes g 
? are disassociated from religion. Mr. Arnold Haskall 

well: ‘ The difference between dance and acrobatics lies not so m 
in technique as in a state of mind”. It is in India that dance, 
been elevated to the level of ‘emotional self-expression and the.s 
of a spiritual art. We find the figure of dancing women in the 
of Harappa and Mohenjo Daro. In the Rg-veda,®® Ugsas (the Gode 
of Dawn) is desoribed as being clad in a gay garment like a dan 
The dances of Siva, Kali, Krsna, Ganesa and the celestial Ap 
maidens are described in Indian literature. I have already shown he 
Bharata describes the propriety of a prayerful attitude while const 
ting the dance-hall and while dancing there. In Indian templ 
npita and natye are a portion of the elaborate titual worship. It 
no doubt true that as the worship was public, devaddsts were gi 
the role of dancing in worship. But in the pia rooms in houses at 
places, family women offered nytta as a ritual or as a pastime - 
the case of Jayadeva’s wife Padmavati and queen Mira Bai of Rajast: 
who danced during worship and princess Uttara and Malaviké w 
danced to show the mastery of the art. 


emotions and 


MAIN WORKS ON NATYA 


Having explained already the true inwardness of Western ai 
Indian Art in general, it will be an easy transition to probe and ex 
‘the true inwardness of the Indian art of dance in the light o 
‘classical treatises on the subject. : 


I, therefore, now propose to dwell in some detail on three gf 
masterpieces in the realm of esthetics which are also the three vi be 
authorities about Bharata-natyam namely Bharata’s Naty % 
Nandikeévara's Bharalarnava and Abhinaya-darpana Tho. 
Indian work, nay, the oldest work in the world ei thet ubj ' 
Bharata’s Ndtya-Sdstra as stated already. It deals not onl 
dancing but also with music, poetics, drama weit wud on 
It consists of thirty-six chapters and 6 000 aa pr 
referred to with great respect as Bharata Muni b Ki lig a 
famous play Vikramorvasiya, aw y Kalidasa 

39. RV, IIT.61-4 of 


Abhinavagupta’s commentary on it is a ee, exposition. He 
calls the work as Bharata-siitras and the author uhh 


: ‘ c eae oh 
ae Shee Kebit 
t He! ; 


p 


Tee ea OTT} 


+ 


In Bharata’s work there occurs a famous story about de atot 3 ; 


natya or dance. God Indra and other gods, who had been entrusted 
by the creator with various cosmic functions, told him that they. 
desired the joys of the much needed'spirit of creative wlan tide seks ee 
of vision and audition. — os a, ia 


oo treitrafasart get set sag wag) NB, 1) 
Thereupon the creator created the art of dance as comprising the 
essence of all the scriptures and as embodying allthe fine arts, = 

qeaTee TAH FAT (ibid, 1.15) 
Bharata says that Brahma taught him natya with the following — Lae 
objectives in his view. — ; . ae ; a a ORES eae : ae Cy an ca ea 
Art is not merely a pastime (vinoda), but should illumine the aims : : - 

of life, should be a source of instruction and illumination, should = 
soften the ills and griefs of life, should intensify the pleasuresandjoysof 


life, should exhibit the panorama of life, should teach what is auspicio 


for human life, should be a refuge from i of 


existence and should point the way to the highest life. : 


The second chapter of 
of the theatre or prekga- 
including the green room, the § 
deals with the raigapiijd or the ceremon 

_ the foundation for the theatre and ati | 
IV describes 108: karanas (poses) } 

- (combinations 
movements of feet, | ie 
sculptured in the eastern” 
Nataraja at Chidambar 

work (verses 26 to 4 


28 
Bharata mentions only eight rasae and does ee 


presently. tho’ end of his commentary on Chap 
rasa. But at th 3 VITT 
A ieicet accepts if as a rasa. eee nt to 3 
bh ccadiiinaye (physical gestures) 1ap od 
with diy eyo-brows, nose, lips and neck. @h 


the movements of eyes, Chapter X deals wit 


s (hastabhinaya). 
leals with finger-pose: 

h ly movements (sarivabhinaya), including breasts, sides, hip " 
FOL 


or XI to XIV deal with carts (movements wit 
pi ae CE with both feet), pepe or comb: 
of karanas and mandalas or combinations of khandas, ote. Qh, 
XV to XXII proceed to deal with vakyabhinaya (expression of 
by words), Chapters XV and XVI deal with poetic metres 
Chapter XVII deals with alaikaras or figures of spesdh an 
beauties (gupas) and faults (dosas) of style, Chapter XVIT 
with all-India Sanskrit language and the regional languages. @ 


XIX describes the musical notes (svaras) and states what sva 
38 and 39). Other connected top 


fest: particular rasas (verses « i ; pee 
also dealt with, Chapters XX and XXI deal with the deta 
dramaturgy, Chapter XXII with style (vytt?), the next chapte 
dharyabhinaya (costume and decoration) and chapter XX : 
sdlivikdbhinaya (natural physical manifestations in men and - 
under the stress of dominant emotions). The latter deals a 
the eight manifestations due to the pressure of kama or love 0 
and the eight types of heroine (asta-ndyikas), The next 
classifies the lovers of both sexes, and the messengers of love 
eto. Chapter XXVI doals with miscellaneous abhinar yas, like 
descriptive of the seasons, the infinite and infinitely diverse 
emotions, etc. The theme for the next chapter is the ve 
physical expressions of emotions (siddhis). Chapters XX 
XXXII deal with the vocal and instrumental music, time-mi 
otc. Chapter XXXIV describes types of men and women, 
the next one describes tho varieties of dramatic characters, — 
XXXVI sums up the lineage and the glory of the art and 
* niteg aah and intensify the mind since it contains th 
of all tho Sdstras, it will also dos ' 
AXXVI, 7, 8). cure? te aoe a ee 


published by the Rersiowedi Mahal = 
"ety is gaid to consist of 4, 


“we cannot snifer much from that fact. It may ‘ie teers : 
tho big standard work Bharatarnqua and dealing with the ontire ahi 
of esthetics, the author wrote a small hand-book or simpli: 
by way of abridgement of the bigger work, to expound si Fees 
n the Abhinaya-darpana, there ig a story that Indra became jealous ee 
f the daitya dancer Natanaéekhara and asked Nandikedvara’s < 
and that Nandikeévara gave him an abridgment of Bha i 
in the form of the Abhinaya-darpana. The very name Bharat : 
hows that its author must have been posterior to Bharata Sid, 
he author of the Ndtya-sdstra. Kalidasa refers to Bharata as has — 
eon already. mentioned, but does not refer to NandikeSvara’s. work 
s anterior to his time and attributed to the God Nand eavara 
ho was an attendant on God Siva, the deity of Kalidasa’s devotion _ ae 
nd worship. Thus the Bharatérnava and <Abhinaya-darpan Cae Bat 
Nandikedvara are post-Kalidasa works. It is also notewor Ly ‘that. Sse 
in the enumeration of the ten avatdras (incarnations) of God Vie, eo 
the name of the Buddha is not found in the Abhinaye dar pane. ie 
ranas (Matsya and Bhagavata) include him, while ayac 
ovinda places him between Krsna and Kalkin. We may thus as f 
fandikegvara to the third century av, It may be that the 
ri ad meee Pl eee ee eee par 


Nandikegvara’s Bharatérnava 


Tha lanatdrpava, attr) W vara a 

bi Bi b ted to Nandikosy. : 

well. kno wa scholar Sri K, Wi asudeva _ Sastri * 
, 


' 30 
e ss 
gestures, 226 nytta-hastas (gostures for 


a to the asamyuta gestures, this wor 
pstantially, the letter wor 


(double hands) 
dance). In regar 


Abhinayardarpand agreo au 
twenty-eight asamyuta gesbures. In regard to the sa 


the Abhinaya-dar pane refers to twenty-three while the 
-yofers to only sixteen, Of those, only seven ha 
names and only six have identical desoription, ton a 
nptta-hastas, tho Abhinaya-darpana classifies them into (ph e obiow of. he 
namely, upwards, downwards, bo the right, to the loft a Creag 

and refers to the correlation between finger-gesture and 
while the classification in the Bharatarnava is different. Bit: 
doals with movements of the head, the @ 
Bhayatérnava refers to nineteen moveme 
head, whereas 4 bhinaya-darpaya voters only to nine 
Tho former work montions thirty-six movoments of the eye 
eight movements rolating to tho eight rasas, eight rolating 
sihayi-bhiivas, and twenty relating to the vyabhicdre-bh 
monts of tho foot are classified as five, seven and twonty-t 


Chapter IV 
and tho feot. 


Chaptore V and VI deal with thirty‘one sthanakas. or 
poses, namely, six masculine, seven feminine and eightoo 
poses, Bharata refers to six masculine and three fominine 
does not mention common poses, The Sar sita-roitaee 
standing poses as thirteon marga and twenty-two dedi p 
the thirteen marge poses, six are masculine and. ais fannie 


Chapter VIT deals with 108 ta@las. Thus the 
in the Bharata-natya in Tamil Nad have an ancie : right 
vill deals with edris or movements of limbs belo ive 
to nino Ghisa-cdris and sixteen bhii-cdris, ¢ eee 
ground. Bharata refers to sixteen teapots ae me 
sixteen on the ground, The Sangita- — off 
(provincial or local) carts, i“, 


~ Chaptors 1X to XIV deal wi shee 
ie dase anh er: oe types 0 

being a combination of poses and he ¢ or ton 
oe eyes. The karanas are 108 cee Pep a 
ts In the Bharatérnava, an wee 
pers oF Ne lalita-aigahiira ; for ving, le a rasa 
Sis heat a y ? i “ 
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tained a clear, woll-defined and well-domataatad: 
nd abtaine ligioh and art, and as among poot 
. mudras in Tanbrie rituals involye 
Rvon in dance, it is diflerontiated af} 
hythmie footwork cum movements of the upper livelier, 
rhythmic Tlahed. by. gesttits intorprotative of emotion. (opt 
embellis . 6 of which the interpretation of evolution 
rei llished by rhythmic movements and 


"the Abhinaya-darpana bts of vrs Kinds got a 
footwork, aftr treating about: the divink origin and signifieance of = 
dance. It says that Siva, Sambhu, Gauri, Brahms, Ma hava, Nandikes- 
vara, Uattila, Kohala, Yajfiavalkya, Narada, Hanfiman, Vighnarfja, 

_ ‘Bubrahmanya, Brhaepatl, Wivaba,” Arjuna and Usi taught ndtya aoe 
to others. Brahma taught the Natya-veda to Bharata who performed 

* nptta, nrtya and ndtya with the aid of Gandharvas (celestial singers) 

and Apsarasas (colestial dancing maids) before God Siva. Siva had Les 
Bharata trained in Landava by Tandu tho chief of his bhitlas or ~ ne 
and in lésya by his spouse Parvati who had taught it to Bandeura’s oa 
— Usa. ‘The latter in ge turn aah it to the Bait od i 


Hinde mir 
tiation aa bebween Te 
musie and danoe. Th 
geatures in their own way’ 


dance 


abhinaye, and 
aoul and whieh is embe 


cum abhinaya. 


org wravrd qe qe aera | 
Tho essence of the originality of the Hindu mind consista im its 
early realization, 2000 years ago, that abhinaya in its fountel 
is diverse but one, and that all these aspoots are branches st 
from the trunk of bhdva-rasa-dhvani, which is fod by the root 0 
(joy in ereation and creativeness). The Hindu mind rea 
that gio (vooal music) and vddya (instrumental music), espec 
muaio of vind, venw and mpdariga, and nptya (dance) are ins 
and are a unity in trinity and trinity in unity, In combinati 
are talled sargita or fauryatrika, The affinities of poetry, m 
dance as also the affinities of nédtya (dance), ndtya-ndta 
drama) and ndjaka or ripaka (pure drama) are also re 
spite of the differentiation between the ritual, folk and olassiea 
there exixt the basic inward clective affinities among th 
abhinaya (bodily movements and finger gestures) go with 
and ndfaka in diverse ways, and the outlines of each sho 
blended with and blurred by the outlines of others, Tn pe 
words exprossing emotion by suggestion predominate, in m 
fine and in dance, the footwork cum abhinaya. In drama, | 
their emotional expression as well as looks and gestures 
the domination of rhythm, are equally important. Tndia 
the unique art forme of Puranic recitation, harikathé and go 
(eongregational devotional music) in which words and 


expositions, music, gesture and dance are intorblonde 
Proportions and with differentiated e emphasis, : 


It is with euch a background 
that 
evaluate A0hinaya-darpaya i 


oan give ts ugh it puruparthoa ae aie (dhar 
and mokge), fame and pears es 


oA 


The danseuse should 1 co 
ld be the parvaratign, . 
sanded accompanied by abhinaya fall of bhava and 


time- — 
sat aranfuerad ATATTO wg T 

ioe ts of Gigika (by limbs), vactha (by 

ha stern aharya (costume and jewels), 


oetry and drama, etc.), ‘ 
(ie. ‘ ashtened by sattvika-bhavas »(emotions) as PX 


represented by the knowers of bhdvas). ? 
The work then describes in detail drigtka-abhinaya, 4.¢ 
ments of arigas, pratyangas and upangas. me 
Aiigas : Head, hands, chest, sides (flanks), hip and 
include the neck also. 


Pratyaigas : Shoulders, arms, back, belly, thighs ant 
add wrists, elbows, knees and neck. 


: 


Upangas: Kyes, eyebrows, eyeballs, cheeks, nose, 
teeth, tongue, chin and face. Some add shoulders. 
heels, ankles, toes and fingers. 


The dynamism of dance depends on the movem 
pratyangas and updagas, 


The work describes the following kinds of gesture : 
(1) Nine gestures of the head ; 


(2) eight glanoes of the eyes and six mov 
brows ; 


(3) four gestures of the neck ; 


(4) twenty-cight gestures be arora 
“four more « y one hand 


(5) twenty-three’, gestures by both ie 
(6) gestures to indicate es bands ( 


(7) gestures to indicate the ten 
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{loving many women), dhysta (roving lover often admonished) 
The books refer also to vas (he 

gatha (treacherous libertine). T tna 
love) and vidiigakas (jester). The women ane f age ae 
: rie ther’s wife) and sémanya (courte 

(wife), parakiyd (unmarried or ano be 

They are also classified as mugdha (9 young), madhya (adolescent) 
pragalbhé (matron). The parakiyd is subdivided as gupta (concea, 
love affairs), eidagdha@ (clever and skillful), lakgitd (reckless), 
(passionate and roving), anusayand (fond of assignation) and mu 
(full of recollected happiness). Women are further classified as progit 
bhartyka& (whose husband is abroad), ‘khandita (disregarded), kalahan 
rita (disdainful and then penitent), vipralabdhd (missing her lo 
at the place of assignation), wha (eager), vdsukasayja (getting ready t 
meet the lover), seddhina-bhartrha (with an affectionate and obedier 
husband) and abhisdrika@ (going to her lover’s abode), A fur 
classification is into uttamd (the best who returns good for evil), ma 
yamaé (the middle who returns like for like), and adhama (the wo 
who returns evil for good). The sakhi (feminine friend) helps - 
woman in love, just as the vifa, etc., help the man in love, 


fe 


taught the art to ees the eres of the i<_ . ; nero a 
sister of Sri Krsna and the queen | of Arjuna, was the a 

in the art. Besides, Panini’s*® (500 B.C.) mention of the oe cai ie 
Patanjali# (140 ey) refers tothe dramas Koforadha sad 2 
—.bandhana. — eh ee, 


Kilidésa’s poems and. plays Fe ole pe pea 4 
highly prized and praised in India. It has been called by him load 
divine food (nectar) of the soul and as the swift means of God-realiza- 
‘tion. In a well-known verse in the Mdlavi itra , the supreme oes 
poet of India says: “ The sages regard it as the feast for divine eyes; : 

-God Siva has manifested two. aspects of it (ldsya and tangava or | raceful = 
and vigorous aspects) in his form of feminine—masculine God-head Tg 
(Uma-Mahesvara or Ardhandrigvara) ; in it we see the entire pageamb 
-of universal life in its diverse and marvellous combinations of the = 
‘three gunas (sattva, rajas and tamas) and it is the ‘sole somaem: oe 
source of joy to persons = diverse and sneer. tendencies eet 
“temperaments ”. (I, 4). i 


In Kalidasa’s heroines, Malavika was a Sad ao Teed = we 
was a heavenly dancer, and Sakuntala was the daughter of a ee 
In his poom Kwmara-sambhava (XI. 36), he sa he § 
Senet accompenyee: music: and full « ps by 


LITERARY HISTORY OF INDIAN DANCE 


In the Rg-veda® Goddess Usas (dawn) is described as clad i in g va 
garments like a dancer. In Rg-vedic times, women practised mu 
and dance. In the Valmiki Ramay yana during the description of the 
royal entertainment provided by the sage Bharadvaja to Bharata. 
and his army, there is a reference to Narada, Tumburu and the Gan- 
dharvas as songsters and to various Apsarasas as dancers (Ayodhya- 


Adnda XCI. 45, 46). In the Kighindha-kanda Svayamprabha refers , 
to her dear friend Hema 


Borigite- cninhuea jangila-san 
4 as an expert in dance and music. 4 and Pr by : 


ay frreaet ae mene (LXVII. 17) a 


In the later great epic Mahabhavatat 


we are told h 
the art of dance from Ci sd ie Arjuna lo 


itrasena and how during the incognito s ay 


ata’s kingdom, he ay the eunuch Brah 
"40, RY. T1161, 4. 


41, MBH, Vana ch. 46, 
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- 


i dance. They . we ie : = See ast ce : at ea : 
oles ma a of Naregeee Oe | the latter. A single gesture can evoke in 
yadeva and ATS? | ; FS nee" ee oe 

The astapadis of the former poet related to the love of : a pags meng pits ae | 
sed Be edu and wore sng by the author Jaysdsa ta he ’ 
wife Padmavati used to dance in his pat peaee hea ; 
of his divine music. The Brig ee pee 
sn the life of Sti Krsna up to his marriage Wi — ie : 
not only songs but also svaras for dance recitals. a 
Tirenal of Travancore also composed pegs 
Diksita composed a padam beginning with the wo 
Sri C. R. Srinivasa Iyengar has, in his learned work on Jy 
referred to numerous composers of padams such as Gov 
Ayya, Sobhanagiri Varu, Virabhadrayya, Ghanam Sinay. 
Ranga, Mallikarjuna, and others. The padams were all 
accompany and guide dances. Some of them address bun 
and others are addressed to gods in a mood of passionate 
The total volume of padam literature is colossal and bewild: 


% 


public approval and applanse 


peerless creative genius | ; 
has, with the help of the great musician Sri 


Some of the Tamil poems of Muttu Tandavar and Ge 
Bharati lend themselves to esthetic expression in dance. — 
poem natanam-adindr of the latter contains svaras for ¢ 
through dance. Other noteworthy poets are Madhuraka’ 
zhakkavirayar, Kavi-kufijara Bharati and Marimuttu 
tillanas form a special group of dance interblending words 
in a most artistic, intricate and masterly manner. There 
padams of Ghanam Krishna Iyer, Papavinasam Mudaliar 
A sacred type of compositions called kaustubhams co: 


compositions to the accompaniment of which dances ta 
particular divinities. 


oy 


The padams and javalis referred + 
; i 0 above ha 
motif. But the emotion of love . 


indignified, ignoble and ¢ 
ill-repute because cou! 
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| Both fit in and harmonize with rhythmic footwork patterns, and . 
| graceful: gogtures and movéments of the rock, face, eyes, eyebrows. — 
and eyelashes. In sabdam, abhinaya comes in for the first time. It 
glorifies God or a King. The sahitya (poetry) will go with a short jatt 
nd gollukkatju like ta-tanam-dhum. The varnam is an intricate, 
Jaborate and difficult work of art. Itisa comparatively long composi- 
on and combines and blends pootry (sahitya) with svaras, raga, 
hinaya and mptta along with lovely and glamorous swing, sway and 
Movements of the various limbs of the body and the body as a whole. 
fuses bhava, raga and tala. It’is gonerally in one of the talas, ata, 
aka, adi, or jampa. Thus alarippu and jatisvara correspond to- 
{ta (pure dance), while in varnam, padam and emotion (bhava), are 
a combination, called mrtya. A padam is generally a love-song. 
uterpreted by finger-gestures and by movements of face and eyes. 
“Tt is not complicated by much footwork. The love inspiration of 
: song may also be in regard to the divine lover (God). The padams 


are in Tolugu and Tamil. The Telugu padams generally centre round 


| God Krsna, whereas the Tamil padams centre round God Muruga 
_ (Bubrahmanya or Kumara). In padam, there is as much room for 
- the exhibition of originality and innate skill (manodharma) as in niraval: 
jn music. Padams are generally in slow tempo. Tillana is the growing, 
piece in-every dance performance. It is generally in slow tempo- 
‘coum medium tempo cum quick tempo and consists of various complex 
dance-patterns full of the joy of movement, 
reted in slow, medium and quick temp 
, glamorous combination of dance-patterns 


ances expressed by the movements of the eyes, eyebrows and the 
ck, The tillana is genet y a Sanskri ith — 
the song afanam Gdinar depicting the eternal dances of God Nataraja. 
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‘ 
Tho word adave ooeurs in verse 63 
oalled Bharata-sendpatiyam, though it is ; 
o Silappadikaram. The word probabh 
and rhythm (tala), as the Tamil w 
The word adavu corresponds to 
arana which Is made up of sthdna (pose), c@re (foo! 
(finger-gesture). Tho adavus are said to b 
wing twelve subdivisions. 


@xpress fingor-gestures, 


n dance 
Tamil epi 
(#Sav) 


and 
the Tamil work 0 
found in the great 
moans the union of music 


ada’ means putting together. 


Sanskrit word h 
and aptta-hastas 


work) 
er, each of them hi 


ten in numb 

Jatis are various harmonious and rhythmical permutations an 
sus in particular talas and nadais and are brough 
i combinations). The svara (tempo) ma 
Thus the harmonious inter-weaving of 
form the gates in a supreme work of art 3 


combinations of adar 
out by solludkagfus (sounc 
be slow, medium or fast. 
adavus, Sollukkaitus and svaras 
A Bharata-natyam performance in Tamil Nad consists of 
(1) aldrippe, (2) jatisvaram, (3) saddam, (4) varnam, (5) padam, (6) til- 
lana and (7) margalam. The dance recital from aldnippu to tilléna 
and mavigalam is based on two urges, namely increasing variety 
and diversity. This is a natural, charming and graceful evolution 
and has no parallel elsewhere in India or abroad, The word alarippu 
seems to me to mean the ‘blossoming of a flower’. The unfolding of 
a bud into a flower is a natural evolution. Alar means a flower. 
Goddess Padmavati is called in Tamil Alarmel-mangai (the maidens 
sated on a flower, é.e., a lotus). The Tamil name Alamelu is a shor- : 
tened form of the word, The great Tamil poet Kamban in his immortal 
any pherhon ns seh ne st he heard about the royal 
site binanpiied flows ; een years, was calm and lovely 
omeda hower. 


HoT hs Qe SSTOOT OW OSS5Stdu0. a Bharata-ndtyo 7 
(Kamba Ramayana, Ayodhyakdnda, 295.) — 2 ate it c . ; . remn OU. me 
the ania : an invocatory dance for about five minutes in wh re : | The vigorous masculine type of da neo is ¢ i. cee ne | ‘ 
™ - , a - - pdt of God, the guru and the audie said that there are seven types | of davas, and twenty ari ‘ tee OF 
es © Pea : om ance recitals by appropriate gestures. 3 méarga (classical dance) and i pen. varieties of dest (popu. dance ar ) of ae 
shorthand t fay ta tt ta tai is the key of the alari lasya (the grant a deals Neen 


Dance is classified also ag pita, nrtya and nétya. Dhanad 
_ Dasi-riipaka says (I. 9) that nrlta is t@la and lay cat 


which is a preliminary exerci vari 

footwork sa nice ao ae ee ck Ge the 

snather ofthe various rae (tne) and dle (Aimeythim, 

hae ed yi 3 Bharata’s Natya-sdstra and mea slams 
e added to them later on and mean wna 


4 


42 
dominate in vplta, Ohdva in nrtya, 

rata and laya predominate 0 , ; 
8 igor oe danoé) consists of beautiful Pye 
ane movements of tho feet with the gestures 0 he: 
regulated by tals (musical time-intervals)._ Tt is mts an 
ting of footwork, pose and gesture, Nrtya is dans ng for 
ine (emotion) by gosticulation without words. Natya 
words as well as abhinaya 
purpose of evocation of rasa. 


ndtaka is a drama proper. ‘ 


(gestures), footwork and pose 
Natya-nataka is a dance-dr. 


Abhinaya in Bharata-najya 


It is in India, especially in the Bharata-nafya, wh seo t. 
suprome function of the art of dance is the expression Of © 
{rasas), whereas dance elsewhere is only rhythmic movement, — 
is the interpretation and external expression of emotion by t. 
eyebrows, eyelashes, facial features, voice and tone, { 
poses, neck and head movements, etc., which parts are 
in themselves and harmoniously combine into a lovelier w: 
mirrored in the artist’s mind and which will be a language as: 
and expressive as the human language. Bharata says that’ 
abhi (along) plus the root ni (lead) means the carrying for 
felt emotion to the stage of expression of emotion. — ; 


afagaeg itoring: get geardferiat 
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marakkal, inal and kadayam) an 


kudat, tudi, pelt, ; 


grindurarigam, lhehettaine. 
diverse songs and aaa ‘ Db 
a) meu CORA Gin, HH) caller HOOT ve oS til : 
hcp Gn. Gye gpa go DS 
uPGegrr gyi UT—O ake ou AD fb BIT Mit 
of Gunrreior “Gar 6 GO HUT OT me 


emi gytbh uittgyib wrenush BT G 


Naar test hs : 
migu Op Mules ine Qs pennc 
eiorug.uped LDCovor ils Sy) Quy) D 5 po ee 
Aaron. uongus 5B) In Bl uae 5 
Fr. cor. DEUS or gourr EG Ih wear 5 gtd 
GT TC OE U1 Ons Gn OL. 91GB phe goer 
LDevorig. FU HOOK Hosoreg. uD i) & Mt Sai 
@reneiurd ev Muyo alr oue Os 9155 
wT Soi s sureiror mor Coppi. g 

A great ere must be a master of the seven basic talas (dhruva 
madhyama, rapaka, jampat, triputar, ata and eka with 14, 10, 6, 7, 13, a 
4 akgaras, respectively) and the five gatvs (caturasram, irigram, | hanta 
eilérishs and savkirnam, namely, taka, timi, ta kita, ta ka ta hi ay, ta 
ta ta ka dimi and taka timi ta ka ta kita). There are many intricat 
The tala Simhdnandana has 128 beats. Along with sue! 
Only then, there ca 


talas, 
mastery, he must be a master also of abhinaya. 
be a perfect rendering of the bhava of the song. 


It must be borne in mind that in every dance performance 
dance-artist must begin the performance with a reverential folding o: 
the palms to her teacher (guruvandana). The teacher was called 
Ndtydécarya in Sanskrit and Nattuvandr in Tamil. The term natpun na 
has an obvious affinity with the Sanskrit root nat (to act or to dane 
Dance-tuition is called. in Tamil nattuvangam. The word. nattu-s 
refers to nattu (nattuvaiar) and muttu (mrdangam player). 
natiuvandrs, like the sculptors (Silpis), in Tamil Nad were profie 
in three languages namely, Sanskrit, Tamil and Telugu. Their pr 
sion was hereditary and they were proud of it and would never give 
The public had great regard for them because they were able si 
and dance teachers and were men full of devotion to God. 
son of a nathwandr used to get his lessons in.the art of natiuy 
even in his boyhood. Hig father used to teach him beating rh 
tune with a stick called tattu-khazhi, The boy louee the 


footwork and gestures, mastered the intricacies of tala, n 
fap Pe 6 bs = . 7 : g : 4 
and tirmdnam, Tt was in this way that the pupil became an ac 


inch thick) is the magie wand a 
the pupil. He keeps up the tala perfectly by beddne thi we (llen ina a 
before him with this wand, j ! a 
patterns of gesture and footwork only if the toad ikea 
with gollukkattus and adavus, The teacher’s 

the dance-artists’ evocation of, patterns 
must combine and commingle in a perfect : 
originality of the teacher must inspire the pupil and in return the 
genius and originality of the pupil must inspire the teacher. The 
rules and conventions must form the basement, but genius and origi- 
 nality must build the superstructure. eae ‘oa : 


course of time and bogan fo practice hia father’s tof ie : vine te 


Tho gratlvandr’s tatfu-kkazhi (a stick about 18 inches long and one 


wielded by him to impart his lessons to 


The artist can execute the thythmio 
evocation of sounds and oe 
of footwork and gesturo — 
manner. The genius and 


v 


The dance-teacher’s school room is called silambu. bukkitdam, ‘i am. The | 
flooring is made of mud and clay and is hence even and soft to the feet 
of the dancer. The room is ordinarily eight feet by five feet. The 


_ pupil’s initiation into the art is in her fifth year, when she merely sits 


and watches the lessons. The actual initiation is in her seventh year a 
and begins with a ceremony called tandiam al (holding pole). 


This is referred to in the Silappadikdram. The a minanaed meine: | ve 
kunallar says in his commentary on tt fntic oe ee 


‘ep, 


GPS Lb cor weir em, 


STH PY GLP HS Si eel coor, 
SM KIT wD Qugaisr S, ot DG 
wiry a Gib 


form on an auspicious day 
of the place. The apprenti 
with her hands and learns to aa 
master’s stick. The first less 
to pat the ground ¥ 
with her hands 
with intervals fe 
the lessons. 
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re ; id on the day called 
ew Year’s day, the Vijayadagamt day ams ee Oe ee es 
ou alarippu is tafight. The arargetral (public dence p lovely glance, endurance, memory, devetinn tan, Se - 
manve) takes place after the girl undergoes, seven years training and power @f song. These are the inner pragde (vital articulation = 
sn her twelfth year. On that day, presents of money and new clot] dances, the outer prayds being the ek factors} of tee 


r aston the earlier day when gajjat (Kink drone, lute, bells and an able male gj 


Nowadays, aravigetrals take pls 


are given to the teache 

bells) are tied around the ankles. 
after a shorter course of training. 

Pupil 

€ “ Sj 

Bharata’s Natya-sastra says that a danseuse should have } 

intelligence, strength, beauty, knowledge of time-measures (tal 

and tempo (laya), appreciation of sentiments, youth, eagerness - 

knowledge, capacity for learning the art, retentiveness, absence 

stage fright and enthusiasm. (XXVII, 100, 101.) ae 


pronze (kamsya), well-shape ee ee 
_ resonance. They have ial — oe age viens . oharmiog 
_ should remain one aviguli (finger) apart —— deities) and 
danseuse should tie in tight knots with blue th ne ets thw. 

them or hundred in each of her Look. oe é ot o hundred of 

The Evolution of Bharata-ndtyam in Tamil Nad and Revond. 

In Tamil Nad, the art-of Bharata-naty i 
_ and nobles and underwent evolution of — “hea = 
_ the ancient theory and practice of the art. The Naik kings ata ee 
- scions or commanders of the Vijayanagar kings such as Achutappa 
Naik (1592 to 1614 .p.) and his successors Raghunatha Naik and 
Vijayaraghavalu Naik (1614 to 1673 a.p.) were. great Pea 
patrons of.musie and dance. During their tom, Caxnalie mace aie 
given a final basis and form by the Caturdandi-prahasiha of Wiadeia. Ks 


The pupil must have certain traits if she is to be an expert 
successfulartist. The Abhinaya-darpana says that she should be slend 
young and lovely, with full round breasts, self-confident, charms 
witty, agreeable, skilled in rhythmic steps and stops, with large e 
able to accompany vocal and instrumental music with a full knowled 
of time-measures, well-dressed and well-decorated, and with a char : : 
and happy face. “e 


TAT STA VATA, TATA TTATTT 
FTCA AAT HUA PAST WAAAY: 
faarreeraa Haaearengataty | 
TUAGTAAT TAZAT SST | 
cafarquitar adat aydtfear 1 


It says also that the ten t : ba 
ee ypes of girls should 4 oaTaya 
trainin, th : not be accepted 4 i ~ diel: a0) 
ita . te art of dance, namely, girls with white rel in : na e Ponnsyya, Vas ae Si ee 
ea scanty tresses, with thick lips, drooping brea ts, very. Bee ce Quartette and who started arted the new 
a oe y ‘ean, very tall or very short, hunch-back, ee 4 antes domhanie es on its brilliant care The t seaieils 
pee Toi, 8, and girls | natya in Tamil Nad today are either cond: 
| | MMe of disciblaghipsiins 
Treat Fearsay pleship. 
afaeaerfe aT i? —— wfrareray ! Befo: the toe of these 


TS SIGN aston TawaticaT: 


It says also that 
harmony (rekha), abili 


Sanskrit), Sith 
the recital. 


5 
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€ 
Baca ) laced Bharate 
“ug of the above-said four brothers D 

But the genius oF b . esthetic basis. The dancé was ca 

=a in Tamil Nad on a finer & ig v apjore ; 
—. i psi : women, whereas Bhagavata-me la of Z A ee : 
far = jes i were by men. The Bharata-najya ‘ M 4 
Rathakali of Kera re rayoga ov style is said to be sulky. 


: i lasya dance and the p ye nig, Seah : 
oe one The four brothers divided the Bharata-natyam pe 
ynara (grace . , 


9) sanzevaram: (3) sabdam; (4) varnam 
fem into) ie eed ty obtain 
(5) padams interpreted ae () r ‘on with devotion to: God)y (alll 
and (7) marigalam (auspicious cone ug and the ‘eel 
combined the adavus, the tdélas, the svaras vntioned die ali 
into a harmonious whole consisting of the above-men 4 é ee 
They became in course of time the samsthana-widvans 0 Hee oe 
king Sarfoji. Eventually, Chinnayya became the eee wai a 4 
of the Maharaja of Mysore and Vadivelu that of Svat Tiruna ; 
Maharaja of Travancore. Vadivelu was a great expert im violin also 
Ponnayya and Sivanandam held the hereditary office of nat uoanga 
(dance-teacher) in the Brhadigvara temple at Tanjore. Tt was this famil 

that trained various disciples who lived at Tanjore, Pandanainalloo 
(shortened as Pandanalloor) Annachatram, Nidamangalam and othe 
' places in the Tanjore District. The Tanjore family is now represented — Tt 
by Kittappa. Minakshisundaram Pillai of the Pandanalloor family 4 : 
passed away recently and represented the Pandanalloor style of dance. = 
His son Muthayya and his son-in-law Chockalingam Pillai (who is the § 
dance teacher in the Indian Fine Arts Society, Egmore) are practising Ft 
and teaching the art. The dance teacher Vadivelu Nattuvanar is a ; 3 
son-in-law of Minakshisundaram Pillai. Subbaraya Pillai of Panda- — 
nalloor is another well-known instructor. Kandappa Nattuvanar, who ‘ 
is the teacher of the famous dance-artist Srimathi Balasaraswathi, — 
represents the Madras style and tradition of the art of dance. : 


‘Vazhuvoor Ramaiah Pillai i 
famous dance-artists Kamala La 
him. K, N, Dandayuthapani 
and the great dance-artist 8 
hy him, Kuppiah Nattuvanar i 


8 another well-known teacher. The 

kshman and Radha were trained by 
Pillai is another well-known teacher 
timathi Vyjayanthimala was trained. 
8 another famous teacher. 


alloc art institution Ke 
many girls in the art of dance. 


oe oe oo 
The slow disappearances of dances (called badiry by te la rue 


(dancers aatached to the temples) is due té the fact that social reform 
frowned on immoral women practising the art. The dance of dedicated 


women dancing in teraples must have developed in the conrse of cen | 
turies. Such dedication must have heen at the beginning like that of 
the vestal virgins in Rome. heir dance with music and drum was 
called Cinna-melam, whereas Nigaswaram music accompanied by 
the tavul (big drum) was called Periya-melam. In course of time, 
the word éadir (based on the Sanskrit word ndfya) came to 
have immoral associations, when dancing by women become a 
profession in addition to being a temple ritual. Thus was how niyo aS 
became degraded as nautch fell into disrepute. In recent times, 
there has been @ great wave of reformation by the slow | 
disappearance of gainful prostitution by devadaeia taking to married — : 
life and by girls belonging to rich and respectable families taking | 
to the art of dance in ever inereasing numbers. Let Us remember 
how the examples of princess Uttara in the Mahabharata, ant 
Malavika in Kalidésa’s drama, Mira Bai the mystic dancer re 
devotee, and Padmavati the wife of Jayadeva, who aoe PGs 
accompaniment of his songs and how in ancient and mediev. ee 
respectable women practised the art of dance. a modern times, sort 
Rabindranath Tagore encouraged the learning of dance by boys and. 
girls of the upper classes and enabled them to oe part im dramas, ile 
dances and dance-dramas. — gcc ene Saeki de 
In the nineteenth century, a princess neler earn 
to the Prince of the Baroda State. e Whos She sesupbe at = ods e 
many nattuvanars, devadasis and musicians accompanied - Kane 


sami Nattuvanar went to Baroda with ao ise spe a he ie 
Kantimatj and Gauri also went to Baroda. EAE ner in the University 
alias K. A. Tanjorekar is now the junior danee- — Pietro 


of Baroda. 


I have dealt in extenso with the | 
in ‘my lectures delivered to” 
This series relates 1a nly t 
reference to them here 
is a difficult and ela 
‘emotions through — 


50 
¢ BS * " 

brows, cheeks and lips. The dancers wear a peculiar Costurp 

ayes, eyebrows, cheeks : : . of he wines 
mi } : a peculiar make tip. The dances are of the viggtous ty 

ve a peeulti ‘ 

and ha ai , daneers are men, women seldom take part 
- The actors y 


eing taken up by men. 
a solo dance, Kathak 


It relates tathe story of Radha and Krsna. *1 origin was the State of 


(tandava). 
Kathakali, their roles b : 
painted masks. While Bharaia-nalya 1s 
consists of group dance as well. 

Kathak dancing prevails in North-West India, especially at T, 
3 It combines artta, nrtya and natya. We see 


~ called mukhambi of Radha. The music consi ch tachi eb thadlag 
khol (drum), murali (flute) and vocal music. ae ri OB 0a M 
and devotional in its nature. It excels in beautiful serpentine mrove-— 
ments. It is danced in a circle or in a semi-circle. Krana comes and 
stands in tribhangi (three-curved) pose. Then comes Radha with 
eight girl friends (asta-sakhis). Then comes the other gente: K 
and Radh& are m the centre and the maidens stand in a circle around 
them and dance to the music, The dance is danced im imitation 
Sri Krsna’s rasa dance (known in Manipur as r@s). Ras means gonti- 
ment and bhéva means emotional mood, The rds-lila is fall of beauty 
of jewellery and splendour of costume in which very diminutive mirrors 
® and scintillating mica are sewn. It is danced on the ras-pirnimd 
day before the temple of Lord Govindji(Krgpa) at Manipur, 


imow and Jaipur. 
it a fusion of lasya and ta@ndava. In the lasya style, gestures and in 


tindava style foot-rhythms prevail. A peculiarity is the gyrat 
or whirling or spinning movement, The gestures are few and there 
not much of emotional expression. The word ‘hkathaka’ means 

story-teller’ and the objective of Kathak dance was to expres 
the emotions of the characters in the two great Indian epics, the Ra 
gana and the Mahabharata through gestures and choreographic panto- 
mime. 'T'wo varieties of Kathak dance are called “tukdras’ and ‘parang’ 
They are small pieces of dance-footwork and conform to the beating 
of the drum (tabla). The laya is made slowly more and more intensified 
and complicated. A Kathak dancer ties nearly 200 bells round the 
feet and controls the movements of the feet in such a way as to make 
all the bells tinkle or only some of them tinkle. The musician plays a. 
tune on the sdravgi and the harmonium, while the drummer keeps. 


in Bharata’s Néfya-éGstra. It has an affinity to the South Indian = 
dance. It specializes in bodily flexim, curved outline of the human ee 

body being more charming than the straight posture. The fexims, ae 
are called ati-bhavigi, sama-bhatigi, tri-bhatigi, ote. ao 


a, ; He has given over a thousand performances and was hon 
: with the title of Natya Samrat at a conference held at Dehra D 
ve 48 & master of both the nptta and nrlya aspects of Kathak, 


Bession held by the Music Academy jn 
Krmna § rGsalild is danged in Kathak: style 


The Odissa dance of Orissa is one of the dance styles referred to 


“classical music and dance, I 
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and the abhitaya technique of Bharata. 
y and devotion. ; They thus 
n with song and danceg, 


with classical Carnatic musi¢ 2 
natya and are rendered with great pipe - 
.combine exquisite poetry and dramatic ac : dance-dramas‘ are fing 
What are called darus in the Bhagavata-me e; wy ade ne 
musical compositions. They alternate wat ce A pS vite ae 
and pure dances. They are similar to Kathakaltt ‘| y hg ont 
from it in style and content. They are all composi pa , ola 
because the court language in Tamil Nad was Telugu na - ime 
of the Vijayanagar kings. The dance-dramas by, the sain : wami 
Narayana-tirtha (author of the Rrsha-lila-tarangint) in Telugu were 
earlier than Bhagavata-mela dance-dramas. 


The Kuravafji is another fine dance-drama, while the ordinal 
Kurwratiji is the Kutrala-kuravatyji. In the Kuravatig, the heroine 
is in line with a god or a king and consults a huratti (gypsy fortune- 
teller) to ascertain if her desire will be fulfilled. The songs and. dances 
expounding this simple theme are diverse and attractive. The princess 
and her maids sing poems describing urban life, whereas the gypsy- 
woman’s songs describe hills, forests and rivers. 


Indian dances in general, Bharata-natya in particular, have had a 
powerful influence on the art of dance in Ceylon, Indonesia and Far- 
East Asia including Thailand (Siam) and Cambodia, and also in China 
and Japan. In Java, Bali, Cambodia, etc., Indian Art had a dominant 
influence. The sacred architecture at Angorvat and Prambanam and 
Borobodur had an Indian inspiration. Mr. Havell says that such 
motifs went west and that ‘we find a perfectly oriental atmosphere 
and strange echoes of eastern symbolism in the medieval cathedrals 
of Europe and see their structural growth gradually blossoming wit. 
all the exuberance of Eatern imagery’. The Indian influence is at 
its greatest in the music and dance and the general cultural atmosphere 

in the island of Bali, where the pandel, jangar, legong and kabiyar 
dances interpret the heroic actions of Arjuna and other heroes of 
Indian mythology. The Ketiak or monkey dance depicts the Ram 
ae ws ped are also dances depicting the Buddhist Jata 
stories, e dance-gestures a ian Orie ace 
decoration of the ean: ai hile a ee 


y nd Butanese dancers are like ti 
in the Ajanta frescoes, like be see 


THE EVOLUTION OF INDIAN DANCE—FOLK DANG i 
Though this work is mainly concerned with wsthetic theor 
wish to refer briefly in conclusion to | 


* ‘ ( ae 
folk-music and foll-dance as those also are the expressions of the 
innate we in man to express his innate joy in nature and in 
human life through beautiful ideas, the silent natural media of 
stone and metal and through colours, ‘panne: soit sad ie aes 
ments. The classical arts are only the bud of the folle-art burst into. 
plossom-green unripe fruit ripened into the colourful glowing of ripe 
fruits of delicious sweetness, : ay 


While the classical arts appeal to the classes and the masses ua 
espocially to the former, the folk-arts also appeal to both and especially ly 
to the latter. The Indian folk-arts also have been the vehicle of the 
nigh and noble, moral and spiritual ideas of India. Both folk-songs 
and folk-dances are on the decline in India because of the spread of 
classical arts even into villages by quick modern transport. When I 
was young, I saw at Kumbakonam a Bommalattom, the dance of puppets 
on the stage, the operator operating them behind the curtain by strings 
tied to different parts of his body and also singing exquisite songs. 
The performance was in the open street during the night and was 
attended by thousands. The dance of the so-called Kitficin puppet 
was a marvel and would beat the dance of trained artists in artistry. 
Even the movements of the puppet’s eye-balls were apersed ty cee 
strings! The puppets were animated by the: foli-arinet into — oe 
beings. His name was Puthukudi Swaminathan. cient - 
‘performances are dying out, though late there Laghdad aie au eee 
revive them. ge ree ee 

In South India, Kummi and Kolattam De cr ae 7 


attractive. The songs and dances Lage pia 
lamp which itself is of a beautiful oe Ea i dakar 
Krsna in commemoration of the songs and danoes of Se aig 


of Gokula and Brindavan. . The ‘ Hea 
songs have poetic beauty an the bee _ 
simple, varied, charming and full of gr 


seasons, flowers, fruits, harves' 


‘The dances include tilting : 
ming turns and jumps ch 


Kumi, the girls clap hane 
coloured stick by an 
pole at its top are 
‘one hand and hav 
proceeds: with quiek 
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ag E 

ied to un 

i snts accompanied by songs 

ther rhythmic movements ee 
ragga he songs ‘and*the dances, the blooming facet and 


i inoss. 
colourful gatments, give us scones of romantic loveline " 


Those Kummi and Koliftam dances were Aan r me 
and villages, but are now getting out of date as pom pre : He 
and cinemas are found everywhere, In the villages, . : 6 fy: 
also other types of folk-songs and folk-dances practise : : men. | 
type is called Oyil-attam. In it, men dance the stories of Kama, Hee 
and Murugan during temple festivals. *The men dancers wear colour 
trousers, scarves and have ankle-bells. Tho songs and. dances 
found in the districts of Coimbatore, Trichinopoly, Madurai 
Ramnad of Tamil Nad. 


Other masculine dances are Kdvadi and Karagam dances, 
kévadi is a small palanquin to which coloured cloths and peaco 
feathers aro tied. It is carried on the shoulder by dancing-devotees ot 
Lord Muruga (Subrahmanya). The songs are in tunes known as Kdvaq 
ceindu, The dances and songs, vocal and instrumental, chime in 
unison. The karagam is a decorated mud-pot full of water. It 
carried on the dancer's head, The dance is to propitiate the goddes 
M@ri-amman to ward off epidemics. The Karagam dancer, like th 
Kévadi dancer, strikes all sorts of poses and attitude in addition 


diverse dance-patterns. Both even let go the support of their ha 
to the kévadi or the karagam, 


The Poikil-kutirai-agtam is very popular, Two horses are made 
with bamboo frame work covered by thick paper. These are painted 
and decorated and look like live horses. There is a hole in the bac 
of the horse. A male dancer stands in the hole in the back 
one horse, his legs tied with short wooden tilts, but not seen bec 
of the colourful trappings of the horse. A female dancer is on the 
other horse. They look like a king and a queen. The dance by br 
of them chime with the orchestra. The dummy horses move a 
in bowildoring patterns which are both attractive and amusing, 


We have also the K uravan-kuratti dances imitati h 
songs of fortune-telling gypsies, ity Sas a —_ 
Thore a 


sheila tie ro also regular bhajan songs of a simple type follow, 


called Vithr nara, 
qlive in*Tamil Nad, but 


drams enacted in 


tion of the shadow. tak: 


The Tamil epic St f 
ayur-kiattu), by By psies ( 
There are also folk-da 
Lambadis of Salem a 
is doing its best to 


The dance rec 
compared with those 
the stage, while the 
drummer are at the 
master and others : 
sing and beat the 
behind the artist, 
practice from ancient 
Abhinaya-darpana, whi 
artist while two ey: 
players on her left, 
near, Formerly, 
player reproduces 
recited by the 4 
the drum, while 
ments described 
was like an ady 
having the dance 
and beautiful 


Today the git 
discipline deseribe 
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r’s costume then § 
-. much difference between py sabe trousers Qt pyjamas, 
eats 7 she used te wear & _ thrown round the shoulder 
now. Former ys a er lace-cloth or sari f ornaments on Mer body, 
a bodice ie seg She wore also plenty 0 . and round her (et 
d tied at the waist, ; + her ears, DOS 
sus had not only diamond ae : ‘~ sun and the moon. She wore 


nts shaped Tik ‘ lenty of flowers 
but lke ae shal’ on her plated tresses, ee ne pee ie 
seagnelet srt in costume has gone on steaduy- 
The improve 


: he danseuse is not 
— ropriate. T 
A ae ight, becoming and appro} urther, the modern, 
wore aes ee with jewellery ail (old style Takai 
nowadays, ant two huttu- LK : a 
: age by placing ati 
decoration of the ee ee adds to the beauty - . a 
ey oe past though the electric lights bring : eh 
finks ‘us aah: The drop curtain also has ene o auiiiea am 
ehyer net today and attracts the eyes and the minds 0 
rehine aaa 


There has also been an evolution in regard to the ae ie 
yund music. Formerly the dance-master's singmg wa ae 
groun sd singer’s music accompanied by flute, violin, | ura 
mate 3 a ae talas. Now music has gone to the right side of the 
me is gentle, subdued, mellowed and charming, not vociferous 
and obtrusive as of old. 


Present Position 


I now refer in conclusion to what is being done in some universitie 


in India to encourage the study and practice of music, dance, dramas 
and other fine arts. a 

In the Baroda University, playing on the tabla and mrdanga 
taught as also dance and dramatics including Bharata-natya. Tt t 
instituted Diploma and Degree courses in Music, Dance and Drama’ 
The Madras University has already included the fine arts of architect 
sculpture, painting and music (Indian and Eur 
of studies. The Senate of the Madras 
on 14th November, 1958, my resoluti 
and Theatre Arts, 


opean) in its curricu 
University passed unanin 2 
on about a diploma in Drama 


University at Tirupati h 
of the Fine Arts. Tt has 


For the degree of B.Mus. (Bachelor of 


Music)— bc 
of studies has been preseribed, ae oe excellent es 


a 


Future 


Such a Seminar or (i 
for training for the B.T., B.Ed and M.Ed. degrees, 
vatigam (dance teacher’s) Course, syllabus will have to 


A person who seeks entry into such a college must have some prelimi-: 
nary qualifications. 


ollege will correspond to the colleges: 


For the natty- | i 


* 
' ‘APPENDIX (i) * 


The Madras State Sangita Nataka Sengamh has prescribed the following 
syllabus for training in Naf{uvangam: 


Syllabus for Training in Naf{uvagam as’ dead by the Standing Sub- 
Committee for Music and Dance on 20th December 1960. 


The object of the training in nattuviagam is to train talented youngsters 
with good knowledge of music (with svara-jidna) to do efficient nafiuvangam and 
also to teach Bharata-nafyam to others on correct classical lines. Hence the 
chosen candidates must be so py and carefully trained as to acquire the, 
following among others : 

1, Capacity to sing out clearly an the compositions taken up for dance, 
including the svara and sollukkatius in three tempos, keeping up the concerned 
talas correctly in the hands. 

2. Knowledge of the tdlas in vogue in Bharata-najya and their variations. 

3. Good knowledge of the names and forms of all the main adavw-jatis, their 
sub-divisions and their varieties #ztta-hastas used in them and also basic foot-stepe. 

4, Capacity to compose svara, jatis and éollukkafius for given compositions. 

5, Capacity to render any composition in svara notation. 

6. Knowledge of the names, usages and significance of all the hastas (samyuta 
and asamyuta), eye movements and neck movements in abhinaya. 

7. Capacity to detect flaws in rhythm, atgasuddha, sthinas and mandala in 
others and to correct them. 

8. Knowledge of the technical ternis such ag nrtta, nrtya nalya, téndava, 
lasya, natya-dharmi, loka-dharmi, drsti, cari, recaka, sthana, mandala, karana, 
atgahara and four kinds of abhinaya. 

9.. Knowledge of vasa and bhava and their slassifioations and significance, 
nayiki-nayaka-bhedas and capacity to tell oat the bhava, nayika and ndyake — 
of a given pada or song. rea 

10. Clear understanding of the pieaning ¢ ahs 8 line int word by word} 
of every song taken up in Bharata-natya, difference between paddrthabhinaya 
and bhavabhingya and the —_, of restraint, suggestiveness and dignity. 
in abhinaya, 

» AL, Capacity to piece out elites and wertioes therein for a given song. 
‘12. Significance of the items and their order i in a programme of Bharata-ndiye,, 
13. Difference between pada-varna and tand-varna, varna and svara-jati. 

14, Understanding about how a jati-svara is composed, 
15. Knowledge of Abhinaya-Darpana and relevant portions of the Natye-sastra. 


16, Practical training in at least -— 


four alarippus five ped 
five classical varnas and svar. jatis five tillanas 
of well known composers. 


An adequate aumber of padas of which four at least be those of 
Kesetrayya and two each of Ghanam Krishna Tyer, Ghanam Seenayya, 
Sarangapani, Muvalur Sabhapathi and Vaitheeswaran Koil Subbarama a 


Two Asap tra Javais malo vero. ee 


° APPENDIX. (#) ¢ 


The course of Part I is as follows : aa 
e and literature. a 
odern Indian, (Classical-Sang. 
‘Tamil, Kannada, Malayalam, 


Part I (a) English languag 

(b) Another language-Classical or M 

krit ; Modern Indian—Telugu, 

Hindi and Urdu). : 

(c) General Education (The course shall be the same as for ths B.A 

Degree). 3 

Part IE Music including Musicology (Theory), History of Music and specia 

(Theory) subject. The special subject includes an opera, musical instru. 

ments, comparative music, Western music (theory and history 

and Hindustani music (theory and history). o 

Part III Including prescribed musical (practical) compositions, manodharma. 
sangiia, darus and verses, ote. he 


For the Sangita Visarada Title in Music, a detailed course of study for three 
years has been prescribed. For tho title course, in Bharata-na'yam also suitable 
regulations have been prescribed. For Dramatics and Theatre Arts, suitable - 
courses have been prescribed in the Andhra University. : 


APPENDIX (iii) 
ANGIKA-ABHINAYA IN BHARATA-NATYA 


I shall discuss briefly here the various dagika movements as described in the 
source-books, When beauty of gestures, works, facial movements and footw 
are synthesized and harmonized, the result is pure and equisite esthetic joy, 


MOVEMENTS OF THE HEAD (SIRSA) 


Name of the movement Description 


samasiras (AD) .. unmoved position symbolizin state) e 
' 8 Meditation, pride, anger 
and beginning of dance. S ’ c 


udvahita (NS) .. head turned to th : 
, e two sides bolizi 
mountain, bird, rahe “So 
adhogata (NS) ee } ) 
adhomukha (AD) — looki he \e 
ng down symbolizi 
fainting, bathing, | es ae ¥ 
dlokita (AD)... turni : \ 
(AD) ered all oh symbolizing sleepiness, intoxi : 
zines, } : nye 
a laughter, possession by a devil, 


slow turnin, igh 
Ww urning from right to left and vice versa, 


+ swift movement g izi , 
‘ent symboliz ial, surprise, i 
wc ing denial, surprise, ind 


shaking up and down slowly, 


vidhuta (NS) 
Gkampita (NS) ., 


you 

\ ’ f 

i ; ate p 
‘ M 

{ 

i 


{ 


kampite Loo ee shakittg up and down quickly sy mbolizing 
parivrtta .. turning round symbolizing command, anger, ¢ version, ete. 
utkeipia «head lightly raised and shaking, symbolising lofty — 


objects, assent, ete. 


parivahita .. shaking the head on both sides like a cdmavam in a 
temple symbolizing infatuation, yearning, anxiety, ete, 


avadhita (NS) .. head turned down. 
ancita (NS) .. head slightly Bent on one side. 
nikuwicita (NS) .. head bent on one side and two shoulders d 


Some works refer to twenty-four movements of the head. 


MOVEMENTS OF THE GLANCES* 


The Natyo-ééstra describes thirty-six glances relating to eight rasas, eight 
sthyayibhavas and twenty sancaribhavas. ; eins 


The Abinaya-darpana describes eight glances. They are samadrsit (looking | 
straight symbolizing the beginning of dance, meditation, wonder, ete.), alokiia — 
(quickly turning and looking keenly symbolizing the pointing ont of all things), 
saci (glancing sidelong, i.e., through the corner of the eye symbolizing suggesting 
or hinting), pralokita (looking from side to side symbolizing both sides, mental 
unsteadiness, etc.), nimilita (closing half the eye symbolizing trance, meditation, 
prayer, great happiness, etc.), wllokita (looking up and then lowering symbolizing 
fle g tower, previous birth, height, moon-light), anwvrtta (glancing up and down 
very quickly symbolizing anger, affectionate invitation) and avalokite (downward — 
look symbolizing anxiety, bed, seeing one’s own shadow, etc.). Thus the two 
works differ in method and details on this matter. There are also diverse words 
for diverse movements of eyebrows and eyelids. 


"MOVEMENTS OF THE NECK (GRIVA) 


_ According to the Natya-sasira, there are nine movements of the neck. They are 
sama (unmoved), neta (neck with face bent), wanata (neck with face upturned), 
iryasra (neck with face turned side-ways), veciia (neck shaken), Euicita (neck 
with head bent down), afcita (neck, with head turned back), valita (neck with face: 
turned side ways) and nivrtta (neck with face stretched forward), 


The Abhinaya-darpana describes four movements of the neck, namely, aundart 
(moving the neck to and fro horizontally, symbolizing friendship, pleasure, consent, 
etc.), firaéeina (moving up and down symbolizing the brandishing of @ sword, 
the movement of a snake), parivrita (moving from left to right like a half-moon 
(ardha-candra) symbolising erotic. glance, kissing the cheeks) aud grakampus 


counting, ete,), Here also the two works differ in method and details, : Oo 


“(moving the head forwards ond backwards like.» dove symbolizing swinging, — 


i e itst 
dagpena, i bei se , eand le i, tar 
Ries Description e work PP; 62-65, Chapter Til, ssa 
prosan extending the fingers <juote & verse from SiiddRananda-prakitiom : 
cs ' - The Tamil work Bharata-siddhantam refers, 


2, kavetta 
3. reciia 
4, punkhiia 


1 movements of the Aastas 


64 
{hand} are stated in the Abhinaya. 


bending the fingers 
separating them 
fluttering movement (used in pataka, eto.) 


directed downwards 


gestures and nine dest hand gesturez. The twenty-four pert ee Pe 
tripatikai, kattarikai, piraikas (ardhacandra), arale, sukatunda, — a ae 
kapittha, sici, padmakosa, aravutalai (sarpaciras), mintalai (mrgasiras), — kanspulo, : 
alapadma, catura, vandw (bhramara), annavas (hameisys), annapakka ge i a 
sandangisam (sandaméa), raukula, sWlandi (arnanabhi) and tamracida. sexed kee 


6. apavestita 
* Z EP 5 Sadi 
6. prerita turned back desi gestures are @ipam, paisdcam, pind, ‘eee " sities 
d éangu, ilarkai, and valampuri, Very probably, these were folk-dance geatures, e 
7. udvsitta phiaie Sia alghik the twenty-four gestures were classical dance-gestures. fi Ree nae ee 
F — i 7s and upwards eg tome pele ; 
8. vydertia .._ directed sideways and up ' : relating to the single hand ) gestures 
‘i The details of the finger-poses ink t 3 
9, parivytta ., directed sideways and forward differ in the source-books to some extent, though they agree to pegs uatsiaes as 
10, sanketa .. indicatory A chart of illustrations showing all these poses es a instructive ee ut : = 
11. cihna symbolic : 


12. padartha-tika conveying meaning : 

The finger gestures are the most important part of abhinaya and fall into 
two distinct divisions, namely asamyuta-hastas (with one hand), samyuia-hastas 
{with both hands) and nrtia-hastas. Asamyuta is called in Tamil as pindi or 
enayavina-Lkai or citrai-kai and samyuta is called pinayal or enai-kai or trattai-kat 
and artia-hasta is called the tezhir-kai or nirutta-kat. The Tamil writers subdivide 
the hand gestures as male hands (an-kai), female hands (pen-kai), neuter hands 
{ali-kai) and common hands (potu-kai), The male hands are musti, “kharam, 
alipadma, saridamia, Silandi, siici, catura, pataka and tripataka, The female- 
hands are kajaka, sukatunda, kangatila, pirai-kai, arala, annapakka, tamracida 
and ménialai. The neuter hands are aravintalai, vandu (bhramara), mukula, 
kattiri-kai, padmapi and kapittha. The common hands are unnam (trisila 
mandala, valampuri, mantalai, sangu, ilatai, diipam and pindi. 


The Abhinaya-darpana refers to twenty-eight asa, i 

hinaya-darpa . yuta (single) hand gestures, 

namely, pataka, tripataka, ardhapataka, kartarimukha, may tira, ardhacandra, arala 
sukatunda, musti, skhara, kapittha, khatakamukha, siici, candrakala. pas mi ba 
sarpasiras, mrgairas, simhamukha kingula ones Shea 
pal ‘ wed mei : ma, catura, bdbhra: 
hameieya, hamsapataka, sanday, samukula, tamraciida and trisila falas 
bana and ardhasicika according to other writers). a 


Li eT 


The Na!ya-‘Gstra enumerates them as twenty-four, namely, pataka, tripaté 

ardla, éukatunda, musi; Atkhar ‘dapittha : 
if - ’ tee J ‘Dy ka itha, vides 
mukha, siicimukha, padmakoia, sarpagirsa, mrgasirsa, ka*gula, seas ca 


hamsisya, ha is 
Ht © ieee 4 Ag 7.) mesapaksa, sandamésamukula, irnanabha and tam 


The Siappadike 

a “a i. enumerates them ag thirty-three, namely, | 

ia eae %, st ardla, ilampirai (ardha-candra), sukatunda, 
kamalakota vila, kangula, kapittha, virpid:, kudangaj (samdaméa), 
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In addition to the asaniyuta and sarnyuta hands, 


(oalled in Tamil tezhirkat or niruttaka?). 
used in pure nrtia to add beauty, grace and elegance 
are selections from the asanyuta and samyu 
in the Abhinaya-darpana, Nalya-sastra and 'Tamil works. 


According to the Abhi- pataka, 


naya-darpana there 
are thirteen mrtia- 
hastas. 

There are twenty-seven 
nitta-hastas acecord- 
ing to the Nafya- 
sastra, 


cadurasra, 


74 


there are the nytta-haskes 


They have no special meaning and aré 
e to the dance poses. They 
ta hands and are enumerated differently 


svastika, dola, atjali, katakavartamana, fakala, 
pasa, kilaka, kapittha, Sikhara, kurma, hamsasya and 
alapadma. 

udvrlia, talamukha, svastika, viprakirnas 
arala, ké&lakamukha, aviddhavaktra, siicyasya, recila, 
ardharecita, uttana-vancita, pallava, nitamba, kesa- 
bandha, lata, karihasta, paksavaicitaka, paksapradyo- 
taka, garuda-paksa, dandapaksa, tirdhva-maniali, 
mustika-svastika, nalina, padmakosa, alapallava, ulbane, 
lalita and valita, 


(Thus according to Bharata, twenty-four asamyuta and thirteen samyuta and 
twenty-seven nytta-hastas make up sixty-four hand-gestures. According to the 
Abhinaya-darpana, the total is fifty-one hand-gestures.) 

According to Tamil caturasram, uttuvidam, talamukham, svastikam, vipra- 


works—thirty 
(ie., Suddhanandapra- 
ka am quoted in the 
Silappadikaram). 
There are the twenty- 
six nytta-hastasstated 
by Bharata plus gaja- 
dantam, pakkaman- 
dali, uromandali and 


urah parsvardhaman- 
dali, 
Bharata and the 


Tamil work describe 
the mrtta-hastas in 
detail, 


kirnam, ardharecitam, ardlakafakamukham, avithavatti- 
ram, sicimukham, recitam, uttanacancitam, pallavam, 
nitambam, gajadantam, ilatai, karikkai, pakkavancitam, 
pakkapratiyogam, garudapakkam, dandapakkam, 
irdhvamandali, pakkamandali, uromandali, wurat- 
parsvardhamandali, mugtikasvastikam, nalinipadma- 
kosam, alapadmam, urpanam, ilalitat and valitai, 


) 


CARIS 


According to Bharata’s Ndf/ya-sdstra, cdris are thirty-two in number and are 
classified as earthly (bhawma) and heavenly (dkaéa-gami). The Abhinaya-darpana 
refers to cdris, Thus the two works differ in this respect, 


MANDALAS © 


According to Bharata’s N4a/ya-éastra, they are twent 
! : y in number 
classified as earthly and heavenly, But the AbAinaya-darpana refers ae 


qandalas. Here also the two works differ. 


| 
} 
THE END 


isieles sng 


